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The month of April 1922 was a distressing time for the opera public of 
Paris. For on its very first day <me ol (In* favorite artists of the Opera, the 
Belgian baritone Jean Not6, at the age of slightly under sixty-three, died in 
Brussels. A cycle came to a close on a long and distinguished career in that 
theatre, where in 1 893 the artist had made his debut singing the title role in 
Verdi’s opera Rigoletto. But the real tragedy occurred on the last day of the 
month, the 30th, when a young lyric tcnoi of the Opcra-Comique, Louis 
Cazette by name, who had only recently come to the forefront among the 
artists there and was loved by his colleagues and audiences alike, died 
suddenly and tragically of lockjaw (tetanus) at the age of thirty-four years 
and five months. 

On the day that Cazette died he was to have sung in Charles Gounod’s 
opera Mireille. The performance went on as scheduled, but with a 
replacement. The reaction of the stunned audience to the news ofCazette’s 
death was recorded that evening by the critic Raymond Charpentier, who 
attended the performance and who wrote in the theatrical journal Comoedia 
(May 1, 1922, p.l): 

All the theatre . . . was thrown into confusion. In the office of the 
directors, in the lobbies, in the wings, upon the stage, the emotion, a 
profound emotion, showed on all faces. 

A few weeks later, writing for the newly-founded publication on opera 
Lyrica (June 1922, p.72), the same critic expanded his comments: 

Small and large, young or old, all were bent under the shock of a 
heart-rending emotion. Even among the roughest men, many no 
longer sought to conceal the fact that they were weeping. 

Since the appearance of these and other obituary notices describing his 
prodigious talent, beautiful voice, accomplished style and sudden demise, 
very little has been written about Louis Cazette, although more than once he 
had been compared to the great French lyric tenor Edmond Clement. 

About four years ago the author of this article listened for the first time 
to a recording by Cazette and was greatly impressed by the lyrical warmth 
and sweetness of his voice and by its charm and musicality. The record 
which he had heard was ‘ Je suis l’oiseau’ from Massenet’s opera Griselidis. 
He then decided to eventually document the life and career of this 
exceptionally gifted lyric artist. After many months of research, translation 
and writing, he is pleased to offer these few pages for the current issue of The 
Record Collector , with the wish that many other lovers of singing will 
likewise discover, if they have not done so already, the delights and 

surprises to be found in Gazette’s artistry. 

* * * 

‘Louis Cazette’ was his nom de theatre. The name given to him at birth 
was Victor Louis Camille Penult, and he was called Camille by his family. 
The older of two sons born to Henri Louis Penult and his wife Victorine 
Marie Perrel, Louis Cazette, according to an extract from the Registres de 
VEtat Civil , was born on December 9, 1887 (not 1895, as is sometimes 
given) in Nantes in the Departement of Loire-Atlantique, located on the 
Loire River near France’s Allantic coast. In the year 1891 Gazette’s 
younger brother, Maurice Henri, was also born in Nantes. Very little can be 
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told with certainty about Cazette’s family. It is known only that they moved 
to Paris when he was quite young. Similarly, questions relating to his formal 
education cannot at this late date be answered. However, in an interview 
with a correspondent from Comoedia (July 14, 1914, p.2) after he 
graduated from the Conservatoire, Gazette spoke of his early training: 

My musical education was acquired in a choir school, as a child in 
the choir, at Saint-Ambroise in Paris. It is the best foundation for the 
logical study of singing. Then I sang as a soloist in different churches 
with the support and lessons of M.[onsieur] Delpouget.* 

Later, Gazette enlisted in the army and became a brigadier( corporal) in the 
Seventh Dragoons (Cavalry), and was stationed close by Paris, at Fontaine¬ 
bleau. In Paris on July 11, 1908, he married Camille Julia Thebaud, who 
was born in Ste Luce, Departement of Loire-Atlantique. They had two 
children — a daughter, Raimonde Mauricette, and a son, Maurice Cesaire 
Noel. To support his wife and children Cazette took employment as a 
customs agent in Paris, living at this time on rue de la Croix Faubin (Xlth 
arrondissement). He was divorced from Camille Julia Thebaud on July 8, 
1920, and lived with his mother at 92 Boulevard Voltaire, Xlth arrondisse¬ 
ment, until a year later, when on June 22, 1921, he married Rose Julie 
Franpoise Rouelle, who was born in Paris on January 29, 1893. 

After having decided to pursue his musical studies, Cazette entered the 
Conservatoire National de Musique in October 1912. Fortunate in his 
teachers, he studied with Emile Engel, a pupil of Duprez and a former singer 
at the Opera, the Opera-Comique, and the Theatre Royal de la Monnaie, 
where he created the role of Siegmund in the first Brussels performance of 
Die Walkiire. Actually, Cazette had already studied a little with Engel 
before he went to the Conservatoire, and one might conjecture that it was 
Engel who helped to convince him to enroll there. Cazette also studied lyric 
declamation with an eminent teacher, the dramatic tenor Albert Saleza, 
who had had a notable international career at Covent Garden in London, 
the Metropolitan Opera House in New York (from 1899 to 1901), and on 
both of the important operatic stages in Paris, and who in 1892 had created 
the role of Matho in Reyer’s opera Salammbd. During the same year that 
Cazette began his studies at the Conservatoire, he became a member of the 
Maitrise (choir) in the church of Saint-Honore d’Eylau. 

Cazette’s last teacher was Jan Reder, a Dutch bass born in Amsterdam 
in 1872, who had studied in his homeland and in Paris, where he lived and 
made his career singing in concert and oratorio. Up to the time of his death 
Cazette studied with Reder, whom he highly regarded and to whom he 
acknowledged a profound debt of gratitude. 

At the time of his graduation in 1914 Cazette was awarded three 
prizes. On July 1 at a competition in the category of male vocal students, 
Cazette claimed the second prize. The first prize was awarded to the tenor 
Charles F riant (eleven of the twenty-three aspirants being tenors), who, as a 
fine singing actor, would have a significant career at the Opera-Comique in 
the 1920’s and 1930’s. The judges included Gabriel Faure (the composer 
and director of the Conservatoire), Pedro Gailhard (the famous bass who 
was also a Director of the Opera for more than twenty years), Vincent Isola 

*This was probably the bass A. Delpouget, who sang at the Opera. 

7 





THE RECORD COLLECTOR 

(who would become a co-director of the Opera-Comique along with his 
brother Emile Isola and with Albert Carre), and the singers Leon Escalais, 
Maurice Renaud and Fernand Francell. The critic of the music periodical 
Le Menestrel Raymond Bouyer, having attended the competition which 
was open to the public, stated his impressions in the issue of July 11, 1914 
(p.219). After noting that there were no new dramatic tenors like Paul 
Franz to be discovered, he continued: 

Among so many tenors, one would not know how to forget 
M.[onsieur] Cazette . . ., a newcomer, but one full of pleasant 
assurance and with an ardour blended to celebrate with a head voice, 
which often recalls the special timbre of Plamondon,* “la fantasie 
aux ailes d’or;” the spirit of Delibes would not be able to breathe 
better the aria from Lakme. 

A few days later, on July 6, in a competitive examination that was held in 
the category of Opera-Comique male students, both Cazette and Friant 
were awarded first prizes. The jury this time included Faure once again, 
Paul Vidal (the composer and a conductor at the Opera Comique), Xavier 
Leroux (the composer of La Reine Fiammette and Le Chemineau), 
Georges Hue (the composer of Dans VOmbre de la cathedral ), Jean 
Franpois Delmas (the great bass of the Opera) and the tenor E. Thomas 
Salignac, who in 1922 would become the editor of‘Lyrica\ Cazette sang 
‘La maison grise’ from Messager’s operetta Fortunio, ‘Le Reve’ from 
Manon, and joined in singing a duet from the latter opera with the aspiring 
young soprano Mireille Berthon. Bouyer wrote of Cazette in the same issue 
of Le Menestrel (p.221), 

We must remember the name of this tenor-actor and musician; this 
is the first time that he appears on the stage and he is the real topic of 
the competition. The future in the theatre is his, if he does not strain 
his talent, [which] is formed of natural grace and studied ease. 

But the critic concludes with a note of caution and severity (p.229): 

.. .The artful modesty of the tenor Cazette is well advised to reply 
to the plaudits [bestowed upon him] that a first prize is only the 
beginning of wisdom — and work. 

The prizes were awarded on July 13, and Cazette, as a winner of a first prize 
for Opera-Comique, also gained a prize of 300 francs offered by the 
Ambroise Thomas Foundation under the will of Madame Elvire Ambroise 
Thomas. 

Upon graduation Cazette planned to continue singing with the choir of 
St Honore d’Eylau, with which he remained affiliated throughout his life, 
and to present a song from the wings of the Comedie-Frangaise in 
L'Embuscade or Les Marionettes. On July 28 he was engaged by the 
Opera-Comique to sing leading roles, and would probably have made his 
debut in Messager’s Fortunio, the aria from which he had sung so 
successfully in the competition only a few weeks earlier. But his plans, like 
those of so many other millions of young men, were dashed by the onset of 
the First World War. Both Cazette and his brother, who had made a career 
in the army, were called to arms, and Maurice Henri died for France on 


*Rodolphe Plamondon was a tenor at the Paris Opera, who sang there in 1906,1908, and 1916-18. 
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October 3, 1914, shortly after the war began. Gazette, himself, had fought 
bravely. Once, for two days, it is said, as the sole survivor in his trench he 
fired at the enemy, using all his cartridges and those of all the dead or 
wounded companions around him. For this feat of arms he was awarded the 
Croix de Guerre. 

In April 1919, with the war over and after demobilization, Gazette was 
called to the Opera-Comique. This marked the beginning of his career in 
opera. According to Stephane Wolff in his book on Un Demi—Siecle 
d’Opera-Comique (p.289), Cazettemade his debut on June 14, 1919 as Le 
Noctambule in Gustave Charpentier’s operaLowfse. Though a small role, it 
was one which he was to sing many times. Gazette also participated in a 
matinee program at the Opera-Comique on July 14, which was free to the 
public, as were so many other theatrical presentations in celebration of 
Bastille Day. Joining Fanny Heldy as Louise and Leon Beyle as Julien he 
sang in the Coronation of the Muse scene from Act III of Louise. On the 
same program Gazette sang ‘La Marseillaise’ with Andre Bauge, David 
Devries and Marguerite Carre—by all accounts a stirring rendition On 
Saturday evening August 23 Gazette sang his first major role, that of 
Pinkerton in Puccini’s Madame Butterfly . Included in the cast were 
Mathilde Saiman, singing Butterfly (also for the first time), Germaine Baye 
as Suzuki, and the baritone Andre allard as Sharpless. An unnamed critic 
for Le Figaro (August 27, 1919, p.3) noted that ‘Mile Saiman and M. 
Gazette ... were warmly applauded.’ On October 12 and 17, Gazette sang 
additional performances as Le Noctambule in Louise , appearing first with 
Aline Vallandri and Leon Beyle and then with Vallandri and Emile 
Marcelin. When the French premiere of Henry Fevrier’s opera Gismonda 
took place on October 15, 1919, Louis Cazette sang the role of Tiberio. 
Others in the production included Fanny Heldy as Gismonda; Charles 
Fontaine as Almerio; Mathilde Calvet, Thisbe; and Henri Albers, Zaccaria. 
Based on the play by Victorien Sardou, in which some twenty-five years 
earlier Sarah Bernhardt had scored one of her successes, Gismonda had its 
world premiere in January 1919 at the Chicago Opera when Mary Garden 
sang the title role and Charles Fontaine was Almerio. From the date of its 
first performance at the Opera-Comique to the end of the year, Cazette sang 
almost exclusively in Gismonda— sixteen performances in all. However, 
on the afternoon of December 7 he sang in one of the very few concerts that 
the author of this article can document. This was a performance of Handel’s 
Messiah , presented at the Trocadero. In addition to Cazette, the soloists 
included Germaine Lubin, Yvonne Courso and Joachim Cerdan, with an 
orchestra and chorus conducted by Victor Charpentier. 

During January and February 1920 Cazette sang infrequently at the 
Opera-Comique. Raymond Charpentier, the critic of Comoedia, who was 
also a composer and the founder of the phonographic section of the 
Radiodiffusion Frangaise, heard him in the role of Pinkerton on January 21. 
In Comoedia (January 23, p.2), even though maintaining that he could not 
give a just criticism of the singer’s acting ability, because of limitations 
inherent in the role itself, Charpentier gave his appraisal of Cazette at this 
early stage of the tenor’s career: 

Still, M.[onsieur] Cazette does not appear awkward [in the role]. 

He seems to possess naturalness and a certain sincerity of expression. 
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Besides, the voice is beautiful, even and correctly produced. Agree¬ 
able timbre. Satisfying accuracy. 

This is all that I can say today, with some certainty, about this 
artist, who unquestionably possesses many gifts. If his zeal for work, 
his concern to come up, and his musicality correspond to his 
aptitudes, a brilliant future will not be inaccessible to him. 

Less than two weeks later, on February 2, Gazette again sang Le 
Noctambule when the Opera-Comique celebrated the twentieth anniversary 
of Louise, a production created at the theatre on February 2, 1900. This, 
the 472nd performance of the work there, starred Raymonde Visconti 
(Louise), Mathilde Calvet (the Mother), Rene Lapelletrie (Julien), Felix 
Vieuille (the Father), and Fernand Masson was the conductor. The only 
holdover from the very First performance of the opera was Vieuille, who had 
earlier sung the role of the rag-picker. Charles Teiiroc of Le Courrier 
Musical (February 15, 1920, p.66) remarked on . . the clear voice of M. 
Gazette . . .’ On March 29 Gazette sang again Le Noctambule in Louise. 
This performance marked the first appearance of the bass Vanni-Marcoux 
in the role of Louise’s F ather at the Opera-Comique. Raymond Charpentier, 
who was now following closely Cazette’s career, wrote in Comoedia (April 
1, 1920, p.2): 

. . . Less modesty and timidity M.[onsieur] Gazette! To you all 
boldness is permitted. I would only urge you to avoid a slight touch of 
heaviness, which [makes] your vocal executions, always interesting, 
to be sometimes a wee bit slow. Don’t listen to yourself sing, and 
your listeners will only follow you with more interest. True art ought 
to appear easy. 

Gazette also sang at a matinee on March 4 when the Opera-Comique 
celebrated the 50th Anniversary in that theatre of its great singing-actor, the 
bass Lucien Fugere. The spectacle consisted of two parts: a performance of 
Rossini’s IlBarbiere di Siviglia, which was interpreted by Yvonne Brothier 
(Rosina), Fernand Francell (Almaviva), Andre Bauge(Figaro) and Fugere* 
as Bartolo; the other part of the program was devoted to the first 
performance in Paris of Gabriel Faure’s work masques et Bergamasques. 
Described as a divertissement lyrique en un acte and based on a poem by 
Rene Fauchois, who had earlier provided the libretto for Faure’s opera 
Penelope, the work had received its world premiere in Monte Carlo on April 
10, 1919. The composition was an attempt by the composer to capture the 
spirit of an eighteenth century fete galante. In addition to Gazette the Paris 
cast included Marthe Ferrare (Colombine), Rene Herrent (Arlequin), 
Victor Pujol (Gilles), and Brothier; Eugene de Creus; and Bauge. 

At the world premiere on April 8, 1920, of the opera Le Sauteriot with 
music by Sylvio Lazzari, the cast listed Brothier, Alice Raveau, Lucy 
Perelli, Jane Bourguignon, Lapelletrie, Azema and Charles Panzera. 
Gazette, though singing only a few measures in the small role of the bear¬ 
leader, was well received by the audience. These productions coincided 
with considerable activity in the lyric theatre in Paris. Not only were there 
regularly scheduled performances at the Opera and the Opera-Comique, 

*In the lesson scene he sang Paul Henrion’s ‘Le Vieux Ruban’. 
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but a visitor to Paris (April 1920) could go to the Theatre des Champs- 
Elysees to hear Nougues’ opera Quo Vadis with the baritone Mattia 
Battistini, or he could attend a performance of Messager’s operetta 
Veronique at the Gaite-Lyrique starring Edmee Favart, Jean Perier (the 
first Pelleas) and Anna Tariol-Bauge, the mother of Andre Bauge. 

On April 19 Gazette sang Pinkerton to the Butterfly of the Russian 
soprano Maria Kouznetsova. Just a month later, on May 19, he sang the 
small part of the young painter Tebaldeo in the premiere of Ernest Moref s 
Lorenzaccio, an opera in four acts, set in Renaissance Florence, and based 
on a story about Lorenzo de Medici, who, because of his youthful 
debauches and villainy, was called Lorenzaccio by his fellow townsmen. 
The artists included Hilda Roosevelt (Marquise Cibo), Calvet (Marie 
Soderini), Madeleine Sibille (Catherine Ginori), Vanni-Marcoux (Loren¬ 
zaccio), Lapelletrie (Alexandre de Medici), Henri Albers (Cardinal Cibo), 
Panzera (Thomas Strozzi), and Francois Ruhlmann, the conductor. Charles 
Tenroc heard the performance and in Le Courrier Musical (June 1, 1920, 
p. 177) observed that Gazette’s \ . . fresh vocalises in the high tessitura are 
agreeably projected’. 

Until this time Gazette sang (with the single exception of Pinkerton in 
Madame Butterfly) comprimario roles on the stage of the Opera-Comique. 
It might be of some interest to mention the names of the tenors, who were 
singing the leading roles at the theatre. The period selected is January 
through July of 1920, and the list, by no means exhaustive, is indicative of 
the depth of the tenor wing during the period. Charles Fontaine sang Julien 
(Louise) and Don Jose in Carmen. Leon Beyle sang Turiddu (Cavalleria 
Rusticana ), the title role in Wert her, which he had made famous, and Mylio 
in Lalo’s opera Le Roi d’Ys (July 24, 1920). Rene Lapelletrie appeared as 
Julien. David Devries was especially busy, performing in Manon , II 
Barbiere di Siviglia, Werther, Madame Butterfly, Carmen a n&Les Contes 
d’Hoffmann. Emile Marcelin sang in the last named work, while in June 
and July Leon David returned to sing a few performances at the theatre. The 
chief comprimario tenors were Eugene de Creus, an excellent singer; and 
Victor Pujol. 

At the end of the season Gazette added a role which was to win high 
critical praise for himself and for the rest of the cast; in fact, it was 
considered one of the finest productions that the Opera-Comique mounted 
during this period. At the Saturday matinee of June 26, 1920, the Opera- 
Comique presented for the first time Mozart’s opera Co si fan tutte. Given 
as a benefit performance for the pension fund and relief of its personnel, it 
was produced only once at this time, but would be taken up in earnest during 
the fall season. By all accounts a superbly integrated production, the cast 
included Gabrielle Ritter-Ciampi (Fiordiligi), Aline Vallandri (Dorabella), 
Edmee Favart (Despina), Gazette (Ferrando), Hubert Audoin (Guglielmo), 
and Felix Vieuille (Don Alfonso). The conductor was the composer Andre 
Messager. Raymond Charpentier, who attended the dress rehearsal, held 
on Wednesday June 23, praised the production and Gazette in Comoedia 
(June 24, 1920, p.l): 

M. Gazette is the revelation of the day; not certainly for our 
readers, nor for us, who had judged him straight off, despite the 
infrequency of his employment. He was lacking for himself a fine role 
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and the devotion of the public . . . M. Cazette, with his superb organ 
of a real tenor, laughs at the vocal difficulties. He possesses an 
accomplished technique and he sings with ease and naturalness. 
Since he has now ‘arrived’, I no longer have any reason not to be as 
frank here as I would be talking to him in person. What he would still 
lack, above all, is confidence in himself. The day when, without 
giving in to pride, he will know his exact value, his expressiveness 
will gain in depth and his theatrical personality will light up. 

Paul Bertrand wrote of the entire performance in Le Menestrel (July 2, 
1920, p.270) as follows: 

The work, directed by M. Albert Carre with his usual care, and the 
finishing touches applied under the enlightened conducting of M. 
Messager, benefited from an interpretation of the first order. M. 
Cazette, a tenor with an exquisite voice, and whose progress 
increases each day, triumphed in the company of M. Audoin, an 
artist reliable and full of authority, and of M. Vieuille, whose superb 
organ and impeccable diction have, once again, worked miracles. 
Mme Ritter-Ciampi gave proof of a prodigious ability and reached 
the highest summits in the art of singing. Mme Vallandri, always so 
delicate and with such a secure voice, remains the interpreter 
dreamed of by Mozart. Mile Edmee F avart brought out the character 
of the soubrette in a manner perhaps a bit accentuated, but showed 
herself so crackling with malice, so sparkling with verve, that she 
carried off a very large part of the success. 

More performances of Madame Butterfly with Cazette’s participation 
were scheduled on the billboard of the Opera-Comique for July and August. 
On July 26 the highly accomplished soprano Suzanne Cesbron-Viseur 
returned to the Opera-Comique as Louise. The cast also included Beyle and 
Calvet, with Cazette performing, as usual, Le Noctambule. 

Comoedia (August 16, 1920, p.3) notes Cazette’s participation (the 
previous day) with other singers from the Opera-Comique in two perfor¬ 
mances of the Coronation of the Muse scene from Louise at the Theatre de 
l’Exposition in Lille for a music congress. The composer conducted, and 
Cazette sang the role of the poet. 

Here is, perhaps, the place to mention an intriguing concert that 
Cazette took part in. Although the author of the article saw the program,* 
which states the day and month, it does not mention the year; nor could he, 
despite much search, find it. In any event, this ‘ soiree exceptionelle, as it 
was called, took place on Thursday, May 12, 19? at the Palais du 
Trocadero; it was a benefit to raise funds for native Algerian victims of the 
famine. One of the principal compositions on the evening’s program was the 
symphonic ode Le Desert by Felicien David, who also wrote the opera 
Lalla Roukh. The narrator was Sarah Bernhardt and the tenor soloist was 
Louis Cazette. 

On September 2 Cazette sang for the first time the role of Vincent in 
Charles Gounod’s Mireille. This melodious and appealing early work, with 

*In the collection of memorabilia on Louis Cazette, possessed by his daughter-in-law 
Madame Maurice Peault. 
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its setting in Provence, had also in the cast Nadiany (Mireille), Germaine 
Baye (Taven), Jeanne Billa-Azema (Vincenette), and the distinguished 
Dutch-born baritone Henri Albers as Ourrias. Emile Archainbaud con¬ 
ducted. At this time, the critic Delini gave his appraisal of Gazette and his 
career {Comoedia, September 16, 1920, p.2): 

The young tenors of the Opera-Comique have had the opportunity 
during these last months to interpret the great roles of the repertoire. 

M. Gazette . . . has secured a certain number of performances. The 
voice is warm and agreeable/and this artist sings with ease and 
sincerity. Modest and conscientious, M. Gazette, while working, will 
develop fullness of voice and will hold with success the position of a 
dramatic tenor. 

Although Gazette, of course, never became a dramatic tenor, other critics 
remarked that by the end of his career his voice had gained in power. 

In a performance of Madame Butterfly on September 21 Gazette sang 
with Marguerite Carre, who had appeared as the heroine when the work was 
first given at the Opera-Comique on December 28, 1906, less than two 
years after its world premiere at La Scala in Milan. It was an opera that they 
were to sing together at least twenty times. 

On October 3, 1920, Gazette, for the first time in his career, sang the 
role of Wilhelm Meister in Ambroise Thomas’ opera Mignon . With him 
appeared Edmee Favart as Mignon, Marthe Ferrari as Frederic, and Felix 
Vieuille as Lothario. A reviewer in Comoedia (October 4, p.3) stated that: 

The young tenor, whose voice and technique of singing are 
remarkable, was warmly applauded, as well as Mile Edmee Favart, 
who returned to the stage in the role of Mignon, of which she is an 
admirable interpreter . . . 

Towards the end of November the Opera-Comique lost its musical 
director and its finest conductor, Andre Messager. Comoedia (November 
30, 1920, p.l) reported that Messager, (who had conducted the world 
premiere of Louise and of Debussy’s Pelleas et Melisande there), had 
resigned after a series of incidents during the course of rehearsals for the 
forthcoming premiere of Le Roi Candaule by Alfred Bruneau. For the 
theatre, Messager 9 s resignation was an undeniable loss of an artist who had 
maintained high musical standards. The few remaining performances of 
Cosifan tutte were now conducted by Andre Catherine. 

On December 12 Gazette sang in Mignon with Baye as Mignon and 
Gabrielie Ritter-Ciampi as Philine. A week later, on December 19, the 
Opera-Comique presented the 500th performance at the theatre of Mireille 
with a fine cast which included Yvonne Brothier in the title role, Gazette 
(Vincent), and Andre Bauge as Ourrias. 

The last performance of Cosi fan tutte took place on January 2,1921, 
with Gazette singing, as usual, the role of Ferrando. The months of January 
and February of the new year saw Gazette appearing in additional 
performances of Madame Butterfly , Mignon and Mireille . In late March 
(the precise date is not given in Comoedia , March 28, 1921, p.3) he made 
one of his rare appearances outside of Paris, when, to considerable acclaim 
at the Theatre Municipal in Calais he sang the role of Wilhelm Meister in 
Mignon. Others in this production included Helene Demellier (Mignon), 
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Nadiany (Philine), Fernand Auriol (Lothario); and Fernand Masson, 
conductor. The April 26, 1921 issue of Comoedia (p.3) indicated that 
Gazette sang during the winter season at the Grand Theatre in Angers, but 
no further particulars were given. 

On the evening of April 7 Gazette sang for the first time in his career the 
role of Gerald in the Opera-Comique production of Leo Delibes’ opera 
Lakme. Appearing with him were Yvonne Brothier (Lakme), Bauge 
(Frederic) and Audoin (Nilakantha), with Andre Catherine on the podium. 
An unnamed critic wrote in Comoedia (April 9, 1921, p.2): 

It is a very notable success that M. Gazette achieved, interpreting 
for the first time the role of Gerald in Lakme. Endowed with a 
beautiful voice that he accompanied with a marvellous art of singing, 
the brilliant tenor was acclaimed as well as his partners . . . 

When the Opera-Comique, at a matinee concert held on May 21, 
1921, honoured another of its great basses Hippolyte Belhomme, who was 
about to retire after a career of forty-two years on its stage, many artists of 
both the Opera and Opera-Comique took part. These included Germaine 
Lubin, Paul Franz, Albert Huberty, Fanny Heldy, Jean Note, John 
O’Sullivan, Emma Calve, Marthe Chenal, Francesco (Augustin) Nuibo, 
Albers, Carre, Ritter-Ciampi, Bauge, Hippolyte Belhomme himself, Gazette, 
Fontaine, de Creus, Friant, Panzera, and Villabella. Tamaki Miura and 
Germaine Baye sang music from Act II of Madame Butterfly. What a 
splendid afternoon of song it must have been! 

A benefit for the retirement fund of the personnel of the Opera- 
Comique on June 28 had Gazette once more appearing in Faure’s Masques 
et Bergamasques. Also included on the program (for the first time at the 
theatre) was II Segreto di Susanna by Ermanno Wolf-Ferrari with Carre 
and Vanni-Marcoux. 

After his appearances in July at the Opera-Comique (Lakme, Mignon, 
Mireille and Madame Butterfly ), Gazette had nothing scheduled to sing 
there in August. On August 26, though, he performed at Le Touquet-Paris- 
Plage, a fashionable bathing resort on the English Channel, south of 
Boulogne-sur-Mer on France’s northeastern coast. At this elegant beach 
nearest to Paris, he sang Vincent in Mireille , with Raymonde Vecart in the 
title part, at the Casino de la Foret. Prior to the performance of Mireille , 
Yvonne Gall and Emile Marcelin had sung Manon there at an earlier date; 
Fanny Heldy had also appeared there with the same tenor in La Traviata. It 
might, perhaps, be noted here that often very good performances were given 
at summer coastal resorts and spas, frequently with artists from the Paris 
Opera or Opera-Comique. 

Le Courrier Musical (August-September 1921, p.236) announced 
that Carre, Vanni-Marcoux, and Gazette would appear in a 'creation' in the 
coming season—the opera Polypheme by Jean Cras. In the meantime, 
Gazette was occupied with the revival of the work Le Manage de 
Telemaque , with music by Claude Terrasse, which took place October 29 
with Carre and Lucien Fugere in the roles (Helene and Ulysses respectively) 
which they had originally created in 1910. In the revival Yvonne Brothier 
sang Nausicaa, Madeleine Sibille was Penelope, and Gazette sang Tele¬ 
maque. The conductor was Albert Wolff. Raymond Charpentier wrote 
about Gazette in Comoedia (October 31, 1921, p.l) as follows: 
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M. Gazette is not, perhaps, this time completely in his place. His 
superb voice has developed more, since [the time that] I called 
attention to this brilliant tenor. Next to great actors [i.e., Fugere], he 
suffers from being principally a singer, in spite of his praiseworthy 
efforts. M. Gazette has before him the prospect of a very fruitful 
career. He must work to make his acting more supple. I already told 
him this a long time ago. 

Another critic, Charles Tenroc, in Le Courrier Musical {November 
15, 1921, p.296) had this to say: 

To M. Gazette fell the role of Telemaque, a little beyond his acting 
ability; his clear, attractive voice easily surmounts the pitfalls of the 
comedy. 

In November and December Gazette alternated between performances 
of Madame Butterfly , Mignon and Le Manage de Telemaque , with one 
performance of Lakme (December 11) starring Brothier. 

On the Saturday matinee of January 7, 1922, in a gala for the 
retirement fund for the personnel of the Opera-Comique, the theatre revived 
Don Giovanni as a vehicle for its noted singing actor Vanni-Marcoux. In 
addition to the famous bass were Yvonne Gall (Donna Anna), Aline 
Vallandri (Donna Elvira), Marguerite Carre (Zerlina), Gazette (Don 
Ottavio), Dupre (Leporello), Audoin (Masetto), and Louis Azema (the 
Commendatore) with Paul Vidal, conductor. The visual aspects of the 
production were appreciated, but the musical and dramatic elements were 
severely criticized. Receiving mixed reviews for his performance, Vanni- 
Marcoux was, however, praised for his style, and it was noted that he sang 
the Serenade both in French and Italian (Louis Laloy, Comoedia , January 
14, 1922, p.l). But the bass was judged by Charles Tenroc in Le Courrier 
Musical (January 15, 1922, p.32) as not being \ . . in his place ..in his 
role. Furthermore, Tenroc criticized the musical side of the production as a 
whole. 

We attended a performance [of Don Giovanni] where the desire to 
do something better or new put out of joint the tradition of a 
masterpiece, of which each line, each contour ought to impose an 
immovable cult of interpretation. A formal rigidity chills us, a 
bourgeois solemnity astounds us; a gavotte, a page from the 4 Jupiter’ 
Symphony astonish us without our finding flexibility of the move¬ 
ments or expressive character of the musical ornaments. A piano 
hammers out unexpected arpeggi in a harsh lack of balance with the 
recitatives . . . 

All is sad, majestically sad. Vocally, apart from M. Gazette in the 
role of Ottavio, no one is in his place. 

One wonders if Messager had been at the podium, whether the results would 
not have been quite different. The critic for Lyrica (April 1922, p.37) 
observed that Don Ottavio’s lovely aria 'Dalla sua pace’ was omitted from 
the first act and he added that .. Gazette sang with much style the aria “II 
mio tesoro”’. Paul Bertrand, the critic of Le Menestrel (January 13, p. 18), 
thought that Gazette’s 4 ... exquisite voice gains each day in volume, if not in 
charm.’ 
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Le Figaro's critic, Antoine Banes, attending the January 7th perfor¬ 
mance, complained of its solemnity and lack of vitality (January 8, 1922, 
p.5). He added that: 

Thanks to the beauty of his voice and to his talent, more polished 
from day to day, M. Gazette takes a place of the first rank in the 
troupe of the Opera-Comique. Few artists, I am convinced, have 
displayed as much elegance and charm in the doublet of Don 
Ottavio. 

The last new role that Gazette sang at the Opera-Comique was that of 
Des Grieux in Jules Massenet’s Manon. Appearing with him on the stage 
for the Thursday matinee (March 9, 1922) were Jeanne Myrtal in the title 
role; Bauge as Lescaut; Allard as the Count, Des Grieux’s father; and 
Charles Panzera, who would become one of the greatest interpreters of 
French songs, as de Bretigny. The orchestra was under the direction of 
Andre Catherine. A critic for Comoedia (March 10, 1922, p.3) said that 
Gazette sang the part 

... with great success. He showed in it a superior ‘science’ of 
singing, a voice of a pure and precious quality, and a brilliant 
theatrical authority. 

Raymond Charpentier, who also heard the performance, wrote in Comoedia 
(March 12, 1922, p.2) that Gazette won a well-deserved ovation when for 
the first time he sang the role of Des Grieux ‘. . . magnificently and with 
flexibility, ease and a wonderful naturalness’. But the critic also called 
attention to two defects, which he described as follows: 

The friends of M. Gazette ask him ... to guard against two things: 
first and foremost, a slight tendency to force his voice. Don’t fall, 
above all, into this abominable fault into which so many fine artists 
must have succumbed! His voice is of a rare texture and admirable 
homogeneity. Even when he guided it with infinite delicateness, it 
carries marvellously from the bottom to the top. Why wish to make it 
larger? One might only lose it. 

On the other hand, if M. Gazette wishes to push his career to the 
utmost, he will have to work on his acting without rest... In this 
respect, he has a relatively deep lacuna; and it is not of slight 
importance. But the day when M. Gazette ‘will act’, I firmly believe 
that he will be cut out to reach summits rarely explored. 

Mention should be made about the frequency with which Gazette sang 
his roles at the Opera-Comique. Here the author must say that to begin he 
had to obtain information on Gazette’s performances from the various 
newspapers of the period (i.e., Comoedia and Le Figaro), because he could 
not find the actual programs on a day-to-day basis for this period, since they 
are on file neither at the Bibliotheque de l’Opera nor at the Bibliotheque 
Nationale in Paris. Furthermore, the casts were often not listed in Le 
Figaro after the First World War; and if they were noted, the names of the 
artists whp sang the minor roles were usually omitted. With respect to 
Comoedia , its publication was suspended in 1914 after the war began, and 
the author could only pick it up again in early October 1919. In addition, he 
could not take into account any illness Gazette might have had, thus forcing 
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his cancellation of a performance; nor could he take into account the illness 
of another singer, for whom Gazette might have been a replacement. 

Despite everything, there is still a great deal of information that can be 
gleaned from the day-to-day listings in the newspapers about Gazette’s 
performances. Taking his appearance in minor and major roles together, 
Gazette, during his career of slightly less than three years, appeared on the 
stage of the Opera-Comique at least two hundred times. He sang minor 
roles at least sixty-seven times, and major roles approximately one hundred 
and thirty-nine times. Probably his most frequently performed minor role 
was that of Le Noctambule in Louise , totalling at least seventeen perfor¬ 
mances. The impression of the author is that Gazette sang the part more 
often than the number stated, because it is at this very early stage of his 
career (between June 14 and October 5, 1919) that precise information on 
casts, as noted earlier, is often missing from the newspapers. The role of 
Tiberio in Gismonda, which he began singing later, he performed about 
nineteen times, followed (in this order) by roles in Lorenzaccio, Masques et 
Bergamasques , and Le Sauteriot . 

Gazette’s most frequently performed major role at the Opera-Comique 
was that of Pinkerton in Madame Butterfly , which he sang at least fifty- 
three times. Second in line of major roles performed was that of Wilhelm 
Meister in Mignon (at least twenty or twenty-one performances). Thirdly, 
came the role of Gerald in Lakme , for a total of at least sixteen 
performances, followed by Don Giovanni with a total of fourteen perfor¬ 
mances. Cosifan tutte and Mireille he sang twelve times each. The major 
role he performed least often (only two or three times) was Des Grieux in 
Manon. 

It should be mentioned that all during his career at the Opera- 
Comique, Gazette was singing with the Choir of St Honore d’Eylau. One 
specific instance occurred in 1922 when he sang Alessandro Stradella’s 
‘Pie Jesu’ at the funeral of France’s famous playwright Henry Battaille. 

With regard to Gazette’s personality, everyone spoke of his charm 
onstage and off. Raymond Charpentier in Lyrica (June 1922, p.72) wrote, 
in addition, of his gentleness and a certain ‘naivete’. According to the same 
writer Gazette sought criticism rather than praise. 

Gazette’s last performance at the Opera-Comique was his appearance 
as Don Ottavio in Don G/ovaw/ff on Friday evening, April 28,1922. Vanni- 
Marcoux sang the title role, Suzanne Balguerie, an outstanding soprano, 
was Donna Anna and Aline Vallandri sang Donna Elvira. The next day, 
April 29, Gazette sang in a religious ceremony at St Honore d’Eylau. That 
afternoon he went to the Opera-Comique and, complaining of a stiff neck 
(torticohs ), said that he would not be able to perform the next evening 
(Sunday) in Mireille , in which he was scheduled to sing the role of Vincent 
with Raymonde Vecart (Mireille) and Henri Albers (Ourrias). At some 
point the management contacted the Spanish tenor Miguel Villabella as 
Gazette’s replacement. The following day, Sunday, at 36 rue de Lourmel, in 
the Montparnasse section of Paris, Gazette died after having suffered the 
agony that accompanies lockjaw (tetanus). 

Among the reports that appeared in the press and the various 
periodicals of the time, Raymond Charpentier, in his first obituary, wrote in 
Comoedia (May 1, 1922, p. 1) that Gazette had cut himself while cleaning 
the sidecar of his motorcycle. A slight variant of this account appeared in Le 
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Theatre (July 1922, p.31), where a writer noted that while Gazette was 
cleaning his motorcycle, he tore his skin; dirt got into the wound, infecting 
it, and rapidly brought on the tetanus infection which was to kill him. In 
Lyric a (June 1922, p.72) Charpentier wrote a second obituary, giving a 
different explanation of events. According to this version, Gazette, having 
scratched his hand while nailing an applique to the wall of his apartment, 
infected the wound when planting some seeds in a small pot (probably 
containing fertilizer) on his balcony, this led to his death two days later. 

All the aforementioned accounts are plausible versions of how the 
accident happened. But the most authoritative statement was told to the 
author by Gazette’s daughter-in-law, Madame Maurice Peault, in an 
interview that he had with her in her apartment, not far from Paris, at 
Conflans Ste Honorine on June 23, 1979. Here is what happened. While 
participating in a rehearsal at the Opera-Comique, Gazette was acciden¬ 
tally cut by a trident or the point of some other sharp metal object which was 
held by one of his colleagues, the baritone Andre Bauge. The tetanus 
infection set in and within a few days he was dead.* One might speculate on 
the reason why the other versions, and not the true one, were made public. 
Very possibly the reason is that the Opera-Comique wanted to protect the 
career of one of its important young artists. 

The funeral of Louis Gazette took place at 9:00 on the morning of 
Wednesday, May 3, at St Honore d’Eylau. Even though he was not a 
parishioner there, permission was granted by the priest, because Gazette 
had sung with the choir for so many years. It was surely a strange 
coincidence that on this very morning the young tenor was to have sung in 
this church at the funeral of Paul Deschanel, the statesman and a former 
president of France. The friends and colleagues of Gazette from the Opera- 
Comique gathered to pay their last respects. The church choir sang at the 
service, as did three soloists: Antonin Trantoul and Pierre Dupre, both 
fellow artists from the theatre, and Jan Reder, Gazette’s beloved teacher 
during the last years of his life. Albert Carre delivered an affecting eulogy 
( Comoedia , May 4, 1922, p.3), in which he spoke of Gazette’s life and 
career, his voice and the tragedy of his death. Afterwards, the baritone 
Andre Allard spoke on behalf of his colleagues. The funeral over, a few 
close friends accompanied Gazette’s remains to the Cemetery of Bagneux. 
A visit there reveals an unpretentious gravestone of granite with a 
horizontal cross sculpted of the same stone, bearing a palm leaf in bronze. 
To the left of the cross is the simple inscription: 

Louis Gazette 
de I’Opera-Comique 
1887-1922 

Louis Gazette lived and died a poor man. Upon his death Comoedia 
raised a subscription for his family and the Opera-Comique paid the 
expenses for the education of his two children. After Gazette’s death the 
charge of raising them fell to neither their mother, step-mother, nor their 


This account was also told to the scholar and genealogist Count Louis d’Adhemar de Panat, 
by the son-in-law of Gazette, Leon Joseph Jacob Vecchietti, who had heard it from his wife 
Raymonde Mauricette Camille Peault (Gazette’s daughter). 
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grandmother. The woman who assumed this task was a certain Mile Claire 
Ferret, who was a close friend of Gazette. They had met during the war, 
when Mile Ferret was a nurse. She had originally studied to become a 
doctor, but poor health did not permit her to complete the rigorous course of 
medical study. Still, she had had sufficient training to become a nurse. In 
addition, she had a good voice, had studied singing, and appeared in minor 
roles at the Paris Opera. Although her career there was brief, perhaps 
because she was small in stature, she continued to sing as a soloist with the 
Concerts Colonne. This, then, was the woman who asked Gazette’s mother 
if she could rear his children. Receiving permission, she took upon herself 
this selfless duty, and they, in turn, remained loyal to her until her death in 
1969. 

* * * 

The life of Louis Gazette was cut short before he had made for himself 
an international career. During the winter of 1922 he was to have come to 
the United States to sing. What a pity that America and other countries 
never had the opportunity to hear him! For they would have heard a lyric 
tenor with a supple, superbly placed voice of great beauty, with an evenness 
of range from top to bottom. It was a warm instrument and technically very 
secure. On the stage, although he had an agreeable presence, he was neither 
a natural actor nor even a particularly good one. Nevertheless, he was 
widely appreciated for his fine singing in operas of the French repertoire. 
But critics and musicians agreed that his outstanding contribution was as an 
interpreter of Mozart. France, then, in Louis Gazette, lost a superb singer 
and an exceptional stylist, who sang with grace and great musicality. 
Except for Edmond Clement of the preceding generation, no French lyric 
tenor was as generously endowed with the qualities of vocal beauty and 
technique as he was. Gazette was, indeed, the inheritor of Clement’s 
mantle. Like his predecessor at the Opera-Comique he exemplified the 
French singing tradition at its finest: absence of exaggeration, elegance of 
style, refinement and charm. His early death came as a tragic loss to the 
French lyric theatre. 

THE ROLES* THAT GAZETTE SANG 
AT THE OPERA-COMIQUE 
(and the date of his first 
performance of each role) 

Louise (The Noctambulist) — June 14, 1919. 

Madame Butterfly (Pinkerton) — August 23, 1919. 

Gismonda (Tiberio) — October 15, 1919. 

Masques et Bergamasques — March 4, 1920. 

Le Sauteriot (The Bear Leader) —■ April 8, 1920. 

Lorenzaccio (Tebaldeo) — May 19, 1920. 

Co si fan tutte (Ferrando) — June 26, 1920. 

Mireille (Vincent) — September 2, 1920. 

’“Note: Stephane Wolff in his book Un Demi-Siecled’Opera-Comique (p.289) noted that 
Cazette also sang d’Anquetil in La Rotisserie de la Reine Pedauque. Although I came across 
no evidence in my research to confirm this, it is possible that he replaced Eugene de Creus, 
who was singing the role during this period. 
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Mignon (Wilhelm Meister) — October 3, 1920. 

Lakme (Gerald) — April 7, 1921. 

LeManage de Telemaque( Telemaque) — October 29,1921.. 
Don Giovanni (Don Ottavio) — January 7, 1922. 

Manon (Des Grieux) — March 9, 1922. 


THE RECORDINGS OF LOUIS GAZETTE 
by Lewis Morris Hall 


Music lovers are fortunate that during his short career as a singer Louis 
Gazette recorded eleven titles for the Compagnie Franpaise du Gramophone 
in Paris. While it is conceivable that there may be unpublished recordings 
made by Gazette, the author is unaware of them at the time that he wrote this 
article. All of the records are for solo voice except one, which is a duet from 
Mignon , sung with Suzanne Brohly, One would be hard pressed to find a 
finer series of records coming from the acoustic period. As one would 
expect, however, the quality of music performed is variable: the best being 
the two arias from Manon, the Mignon selections, Me suis Foiseau’ from 
Griselidis, and ‘La maison grise’ from Messageds operetta Fortunio. 

Gazette’s performance of ‘Le Reve’ from Manon is of a distinction 
equal to the recording of Edmond Clement. Its mood, phrasing and 
pianissimo singing place it in a very special category. This recording 
reveals, as do his others, the clarity and evenness of Gazette’s voice, its ease 
of production and the elegance of his style. In the Mignon duet Me suis 
heureuse’ the contralto Suzanne Brohly, demonstrates her full rich instru¬ 
ment, and Gazette sings a diminuendo, shading beautifully the last phrase 
of the first verse. In the short piece ‘Ah! que ton ame’ (with its high 
tessitura ), also from Mignon, which is really a continuation of the same 
duet, although only the tenor part is sung on this record, Gazette sings 
another fine diminuendo, and his expressive voice maintains a steady 
legato line. The recording of the lovely aria Me suis Foiseau’ from 
Massenet’s Griselidis is notable for Gazette’s exquisitely poised singing. 
This, incidentally, was the record of his which remained longest in the 
Disque Gramophone catalogues, where it was entered in 1923 or 1924 and 
was listed at least through October of 1938. With the exception of this 
recording and Enrico Toselli’s ‘Serenata’ (expansively phrased and en- 
chantingly performed by Gazette), his other records remained in the 
catalogues for all too brief a period. The ‘Serenata’, Gazette’s first 
recording released to the public, was entered in the catalogue in 1922, and 
its final listing occurred in 1935. All the other recordings were deleted after 
three or four years, and in the case of the Manon arias, the shortest lived of 
all, the record was unfortunately withdrawn after only two or three years. 

The recordings of Manon and Mignon are the only ones that Gazette 
made of music from operas which he had performed on the stage of the 
Opera-Comique. Undoubtedly the most serious lacuna of all, and an 
infinitely regrettable one, is the absence of any recording of Gazette singing 
Mozart. From the records that he did make we have no evidence of how he 
managed coloratura passages, which had he recorded Ml mio tesoro’ from 
Don Giovanni would surely have revealed this facet of his technique. But 
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his recording legacy, as it stands, is one to value greatly, and though small, it 
is one for all lovers of the human voice to treasure. 

COMPAGNIE FRAN£AISE DU GRAMOPHONE,* 

PARIS, November 1920, 25 cm. 

1. Serenata (Toselli) (F) 

s 21758 u 4-32438 P 386 

2. Le Tango du Reve (Malderen) (F) 

s 21760 u 4-32439 P 386 

3. Pour un baiser (Tosti) (F) 

s 21761 u 4-32481 P 413 

4. Dormez, Amours (Rousseau) (F) 

s 21766 u 4-32532 P 457** 

PARIS, November 1920, 30 cm. 

5. MANON: En fermant les yeux (Le Reve) (Massenet) 

03458-2v 032415 W 487 

6. MANON: Ah! fuyez, douce image (Massenet) 

03459-2v 032416 W 487 

PARIS, December 1920, 25 cm. 

7. Mon Coeur est un oiseau fidele (Maingueneau) (F) 

s -21847 u 4-32482 P 413 

PARIS, , 25 cm. 

8. GRISELIDIS: Je suis Foiseau (Massenet) 

BE 215-1 4-32506 P 436 

9. MIGNON: Je suis heureuse (Thomas) (with Suzanne Brohly) 

BE 318-1 34327 P 437 

10. FORTUNIO: J’aimais la vieille maison grise (Messager) 

BS 280-2 4-32507 P 436 

11. MIGNON: Ah! que ton ame (Thomas) 

BS 281-1 4-32508 P 437 


GAZETTE ON LONG PLAY RE-ISSUES 

CLUB 99, CD506, U.S.A., Records from the Collection of Harold Burros: 8. 
HMV RLS 743, Side 3 (HLM 7182), G.B., The Record of Singing, Vol.II: 8. 
RUBINI 556-7, Three tenors of the Opera-Comique, 2 disc set. G.B. 

1,2, 3, 4, 5, 6, 7, 8, 9, 10, 11, the complete Gazette output; the 
discs are filled by recordings of a similar tenor, Eugene de 
Creus and of Leon Beyle. 

* All of Gazette’s records are sung in French. 

**The reverse side of this record is ‘Chanson pour Jean’ (Chizet), which is sung by the bass 
Louis Azema. 


21 


THE RECORD COLLECTOR 

BIBLIOGRAPHY 


DOCUMENT 

Extrait des Registres de VEtat Civil de la Ville de Nantes. (Departement 
de Loire-Atlantique): Naissance—5eme registre no. 305. 

DIRECTORIES 

Annuaire des Artistes. Paris: Office General de la Musique, 1925. 
Annuaire Officiel du Conservatoire de Musique et de Declamation. Paris: 

Maurice Senart et Cie., Editeurs, 1920. 

Conservatoire National de Musique et de Declamation, Annee 1913- 
1914; Distribution des Prix pour le Cours d’E tudes de VAnnee 1913- 
1914. Paris: Imprimerie Nationale, 1914. 

BOOKS 

Davis, Ronald L., Opera in Chicago. New York: Appleton-Century, 1966. 
Scott, Michael, The Record of Singing, Volume Two: 1914-1925. London: 

Gerald Duckworth & Co. Ltd., 1979. 

Steane, J.B., The Grand Tradition; Seventy Years of Singing on Record. 

New York: Charles Scribner’s Sons, 1974. 

Wolff, Stephanie, L’Opera au Palais Gamier, 1875-1962; Les Oeuvres — 
Les Interpretes. Metz: LTmprinrerie Maisonneuve, 1962. 

Wolff, Stephane, Un Demi-Siecle d’Opera-Comique, 1900-1950; Les 
Oeuvres—Les Interpretes. Paris: Editions Andre Bonne, 1953. 

DICTIONARIES AND ENCYCLOPEDIAS 
Algemene Muziek-Encyclopedie , Vol.6. 

Antwerp-Amsterdam: Zuid-Nederlandse Uitgeverij, 1963. 

Bakers Biographical Dictionary of Musicians. 

Sixth Edition. New York: Schirmer Books, 1978. 

Grand Larousse Encyclopedique , Vols.2 and 3. 

Paris: Librairie Larousse, 1960. 

Kutsch, K.J. and Leo Riemens, Unvergdngliche Stimmen; Sdngerlexicon. 

Bern und Miinchen: Francke Verlag, 1975. 

Larousse de la Musique. Vol.I. Paris: Librairie Larousse, 1957. 
Rosenthal, Harold and John Warrack, Concise Oxford Dictionary of 
Opera. London: Oxford University Press, 1974. 

NEWSPAPERS 

Comoedia. For the years 1914 and 1919-1922. 

Le Figaro. For the years 1914 and 1919-1922. 

VOeuvre. May 2, 1922. 

Scrapbook of Press Clippings in the A. Rondel Collection at the Bibliotheque 
de PArsenal, Paris. 

PERIODICALS 

Cecil, George, ‘Impressions of Opera in France’ in The Musical Quarterly. 
July 1921, pp.314-330. 


22 


THE RECORD COLLECTOR 


Le Courrier Musical. For the years 1920-1922. 

Le Menestreh For the years 1914 and 1920-1922. 

Le Theatre [et Comoedia Illustre], For the years 1920-1922. 

Lyrica; Revue Mensuelle Illustree de l'Art Lyrique et de Tous les Arts . 
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ORAL SOURCES 

Interviews of the author with Madame Maurice Peault on June 23, 1979 
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Interview of Count Louis d’Adhemar de Panat with Leon Joseph Jacob 
Vecchietti in April 1979. 


ERIK SCHMEDES 
by Christopher Norton Welsh 

No one can be a record collector for long without being confronted with the 
problem of the enormous discrepancy between the reputation of some 
singers and the evidence of their records. One of the most puzzling 
examples of this is the Danish Heldentenor Erik Schmedes. The usual 
attitude of collectors is neatly summed up—as in so many cases—by J.B. 
Steane in ‘The Grand Tradition 5 : ‘His records were numerous and nasty’. 
And yet even now, 50 years after his retirement from public singing, every 
dedicated operagoer one meets in Vienna who is old enough to have heard 
him still considers him the greatest Wagner tenor ever, despite Melchior 
and the host of lesser greats that have come and gone. I must confess that for 
long I too passed over his records without even playing the less common 
titles for curiosity’s sake. But before going into the reasons for changing 
my mind—and how far I have done so—let us look at the biographical 
details. 

Erik Schmedes was born 27 August 1868 at Gentofte near Copen¬ 
hagen into a wealthy family. His mother’s family had been musicians since 
at least 1656, singers, violinists and members of the ‘town band’. His 
grandmother was the first woman to receive the title of‘Kammersangerin’ in 
Denmark, while an uncle was the country’s leading baritone. It was hardly 
surprising that musical talent should appear in his generation too. At first he 
wanted to be a painter but then turned to the piano and went to Berlin to 
pursue his studies on that instrument when he was 19. He had been secretly 
taking singing lessons for about two years, but only occasionally as his 
father would not have permitted him two courses of study. He had not been 
in Berlin long before the decisive change came. In 1888 he sang some 
Danish folksongs at the home of the great violinist Joseph Joachim and was 
heard by Pauline Viardot-Garcia, who advised him to take up singing 
completely and offered to teach him herself. He also received tuition from 
Nikolaus Rotmiihl in Berlin and Mariano Padilla y Ramos (the father of 
Lola Artot de Padilla) in Paris. 
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His career began equally by chance. He was in the habit of accompanying 
agents’ auditions and when the director of the Wiesbaden Court Theatre 
was looking for a new baritone and was not satisfied with any of those 
auditioning Schmedes sang for him and found himself engaged on the spot. 
His debut was as the Herald in Lohengrin in 1891. His father, however, first 
heard of the matter when he was commanded to sing Luna in 4 Trovatore’ for 
the King of Denmark who happened to be taking the cure in Wiesbaden and 
knew the Schmedes family. He spent three years in Wiesbaden and his 
daughter, Dagmar, herself a distinguished singer and teacher, showed me 
the elegant leather booklet in which he kept a record of his roles, decorated 
with his initials on the cover and samples of his talent for drawing inside. 

WIESBADEN—List of appearances in order assuming the role 

LOHENGRIN Heerrufer 

1891, 11 January, 26 December; 1892, 21 November (with Gotz) 
FAUST Valentine 
1891, 13 January, 3 November 
IL TROVATORE Luna 

1891, 14 June, 3 September; 1892, 26 May; 1893, 23 March 

FIDELIO Gefangener 

1891, 2 September; 1892, 14 December 

MAURER UND SCHLOSSER Ricca 

1891, 16 September, 27 October 

DIE ZAUBERFLOTE Sprecher 

1891, 30 September; 1892, 11 September; 1893, 9 April 

CAVALLERIA RUSTICANA Alfio 

1891, 1, 6, 11, 20, 29 September; 1892, 17 January, 10 November 
TANNHAUSER Biterolf 

1891,4 October, 8 November, 20 December; 1892, 9 October, 1 December; 
1893, 24 January. 

DIE KONIGIN VON SABA (Goldmark) Baal Hannan 
1891, 8 October 
AIDA Amonasro 
1891, 15 October 

ROBERT LE DIABLE Wappenherold 

1891, 25 October 

LES HUGUENOTS St. Bris 

1891, 1 November; 1893, 5 February, 18 April 

MARTHA Sir Tristan 

1891,11 November; 1892, 29 September, 6 December; 1983, 7 February, 
11 April 

CARMEN Dancairo 

1891, 15 November; 1892, 2 June, 7 November and 16 December with 

Arnoldson, 25 November with Gotze 

LE NOZZE DE FIGARO Antonio 

1891, 19 November; 1892, ? September 

JOSEPH (Mehul) Utobal 

1891, 22 November 

DON GIOVANNI Masetto 

1891, 17 December; 1892, 2 February with D’Andrade, 23 August; 1893, 
22 November 
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XPHIGENIE EN TAURIDE (Gluck) Thoas 

1891, 30 December; 1892, 6 January 

LES DRAGONS DE VXLLARS (Maillarl) Belamy 

1892, 16 January 

DER FREISCHUTZ Eremit 

1892, 26 August, ? September, 6 October, 20 December; 1893, 11 January 
IL BARBIERE DI SIVIGLIA Figaro 

1892, 7 September, 1, 25 October, 4 November and 19 December with 

Arnoldson; 1893, 3 January, 19 April 

GRXNGOXRE Ludwig XX 

1892, 5, 11, 27 October, 10 November 

RIENZI Cecco 

1892, 20 October, 6 November; 1893, 8 January 
LE PROPHETE Captain 

1892, 28 November with Gotze 

LES DEUX JOURNEES (Cherubini) Lieutenant 
1892, 17 December; 1893, 2 March 

DER TROMPETER VON SAKKINGEN (Nessler) Rector 

1892, 25 December; 1893, 2 February, 25 April 
DIE MEXSTERSINGER Kothner 

1893, 15, 29 January 

IPAGLIACCI Silvio 
1893, 19, 23, 28 February, 11 March 
L’AFRICAXNE Brahmin 

1893, 10 March 
CARMEN Escamillo 
1893, 19 March 
AIDA King 
1893, 16 April 

In addition the book lists the following concert appearances: 

21 October 1890 Conzerthaus, Berlin 
2 April 1891 Philharmonic, Berlin 

14 November 1891 Concert in the Royal Theatre Wiesbaden 
9 January 1892 Wiesbaden Musikalisches Klub: Loewe—Herr Oluf, 
Der Erlkonig 

His next engagement was Nuremberg, where he made his debut as First 
Baritone in 1894, singing Rigoletto. His daughter told me the following 
anecdote from this period. Among the new roles he received was Prince 
Ottokar in Weber’s ‘Der Freischtitz’. The role is not difficult or long but 
does contain some spoken text, a problem for a foreigner whose German 
was still far from perfect. Of course, Erik learnt it, but without paying too 
much attention to the meaning, and was able to rattle it off well enough in 
rehearsal. However, during the performance itselfhe suddenly dried up and 
all the attempts of the prompter, soloists, chorus, extras and even the 
conductor to jog his memory were no more than a buzzing in his ears. At last 
the word ‘Taube’ (dove or pigeon) got through. The only association that the 
word had for him was the menu in a Berlin restaurant and the astonished and 
amused audience suddenly heard the call ‘ Siehst du dort oben am Baum die 
gefiillte Taube? Dann schiess.’ (Do you see the stuffed pigeon up there on 
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the tree? Then shoot.) The consequences were a stiff fine and an unfriendly 
critical notice. During his time here he also appeared in the early summer of 
1895 as Aifio and Silvio at the Deutsches Landestheater in Prague. 

After a year in Nuremberg he took time off for further study with the 
well-known Viennese teacher Ress. In 1896 he went as Second Baritone to 
Dresden. That indefatigable collector and researcher of old programmes 
Lim Lai was able to turn up casts for two performances there: 21 November 
1896, when we find him singing Bengt in Edmund Kretschmer’s ‘Die 
Folkunger’ with Georg Anthes as Magnus and Scheidemantel as Lars; and 
111anuary 1897, when he sang Phemios in Bungerf s ‘ Odysseus Heimkehr’ 
with Scheidemantel as Odysseus. In addition, the Dresden State Opera was 
kind enough to search their archives and came up with the following list: 

Faust: Valentine 26 August, 2 December 1896 

Les Huguenots: Maurevert 17 September, 4 October 1896, 29 

May 1897 

Pagliacci: Taddeo 30 October 1896 

Runenzauber (Emil Hartmann) — premiere: Sven Dyring 2, 5, 

11 November 1896 

Odysseus Heimkehr: Phemios 12, 13, 25, 28 December 1896, 3, 

11, 17, 24, 27 January, 4, 8, 25, 28 February, 8 March, 21 May, 13 
June 1897 

Die Folkunger: Bengt, Duke of Schoonen 21 November 1896 
Der Freischutz: Ottokar 5, 31 January, 6 March, 20 May, 16 
June, 9, 30 August 1897 

Lohengrin: Herold 9 January, 16 February 1897 
Pagliacci: Silvio 7, 19 February 1897 

The long gap in appearances in 1897 is explained by his being ill from 23 
March to 13 May. 

In the course of the season the director, Ernst von Schuch, noticed that 
Schmedes’ voice was changing and suggested that he was in fact a tenor and 
should take time off for further study with the Dresden teacher Iffert. An 
article that appeared in one of the Viennese newspapers just before 
Schmedes 5 retirement in 1924 tells the tale thus: 

‘One day he was to sing the part of Saint Bris in “Les Huguenots”. 
Before the rehearsal Schmedes sat down at the piano and for his own 
amusement played and sang through the highest passages for Raoul, 
the heroic tenor role. The conductor Schuch stood outside the door 
and listened for a few minutes. Finally he flung the door open and 
asked in astonishment: “Which tenor sang that?” To his even greater 
astonishment, Schmedes got up from the piano with a laugh and said: 
“That was me, Herr Hofkapellmeister”.—“That was magnificent, 
Herr Schmedes,” replied the conductor, “I shall suggest to the 
General Intendant at once that we release you from your contract as 
baritone and make a new one with you as tenor.” 

No one could have been happier than Schmedes, for a helden- 
tenor is paid at least twice as much as a baritone. 

All his colleagues wished the new-born tenor—-since according 
to theatre superstition one cannot wish anyone luck—“Hals und 
Beinbruch”(a broken neck and legs). The latter came painfully true 
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the next day with a broken shin while out cycling. The baritone-tenor 
had to take to his bed for two weeks and so the new contract as tenor 
could not be signed for the moment. Hofrat Pollini, then Director in 
Hamburg, took advantage of this delay to visit his sickbed and snatch 
the new tenor away from Dresden. Schmedes signed the contract 
with him while still in bed. 

But then a person stepped in who was faster and even more 
cunning than Hofrat Pollini and cut through the contract with an 
irresistible stroke of a sharp instrument—the gentleman with the 
scythe, who suddenly carried Pollini off. 

A small man, but a great artist, who read of Pollini’s death in the 
newspapers in Vienna at once cabled Schmedes to come to Vienna 
and bound him for ten years to the Vienna Court Opera. This was 
Gustav Mahler, who until shortly before had been Pollini’s First 
Conductor.’ 

Schmedes’ daughter Dagmar should now take up the tale again with the 
following article published on 13 April 1958 in another Viennese newspaper. 

‘After a sleepless night, half an hour of nervous “singing in”, an 
unsuccessful attempt to speak to the director of the Opera House, 
Erik sat in the Hotel Sacher in front of half a bottle of champagne. It 
was midday and his audition was scheduled for one o’clock. 

He read the newspapers, or rather he did not read them, but merely 
stared at the pages, hardly able to finish a single thought Fear had 
tightened his throat—he was wrapped in fear like a thick cloud of fog 
and was quite convinced that he would not be able to sing a note. The 
only hope lay in the bottle of champagne before him on the table and 
which he hoped would conquer his stage-fright. 

Finally one o’clock struck—at last he stepped onto the stage, 
which he had first seen two years before as a member of the audience. 
The huge, dark auditorium lay before him, a witness of so many great 
performances, filled with an indefinable beauty, with indefinable 
harmonies, things that had infinitely more value for Erik than the real 
world outside. 

He saw the full, lit orchestra pit and the conductor, Hans Richter, 
and thought: “Thank God, not just a thin piano accompaniment. 
Splendid, to be singing with the orchestra,” and tense, he waited for 
his entry. 

Hans Richter, who had just finished an orchestra rehearsal, began 
the “Gralserzahlung” for the audition. The last A major chord faded 
away and while the orchestra tapped their applause with their bows 
on their instruments a servant stepped out of the wings and asked the 
young tenor to accompany him to the director. 

The door of the director’s office opened and Gustav Mahler 
showed a lady out. “May I introduce?” said Mahler, “Erik Schmedes, 
our new Heldentenor, Fraulein von Mildenburg, our dramatic 
soprano.” 

They exchanged glances as they would again so often—but on the 
stage. For a decade they were to be the embodiment of Tristan and 
Isolde. 

The Dane was in the director’s office, a large, bright corner room 
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that looked onto the Ring, but Erik did not see anything of that. He 
only heard the warm dark voice of Gustav Mahler that could be so 
high and shrill in anger. He accepted the offer of two guest 
performances in February. “You will sing Siegfried and Lohengrin; I 
shall put on Siegfried without cuts for the first time in Vienna,” said 
Mahler—February, thought Erik, two and a half months, exactly ten 
weeks. No one asked him how far advanced were his studies in his 
completely new range—and he had no intention of telling them. 

This was the start of a fresh period for the newly emergent tenor, a 
time that was to remain his strongest artistic experience until his 
death. Unforgettable weeks filled with intense work. Testing his own 
strength, proving how far he could stretch himself, how much his 
nature and talent could stand and give—this tension stamped the 
coming months indelibly. All the artistic powers in him, which he 
was not capable of developing himself, were brought out by Gustav 
Mahler. The intellectual and the impulsive child met and understood 
one another in music, which can express everything so much better 
than poor words. Completely carried away, Erik learnt “his” Siegfried 
and “his” Lohengrin. “Yes,” he said, “they are my Siegfried, my 
Lohengrin.” His feelings were just those of the young Siegfried. The 
triumphant brilliance, the pure, naive yearning for a world of light- 
had he not the same yearning? 

Under the inspiration of the music many purely technical difficul¬ 
ties melted away, his delight in hard work conquered difficult vocal 
traps surprisingly easily. Then came the orchestra rehearsals with 
Mahler at the rostrum and the conductor appeared satisfied. That 
alonme was worth more to Erik than any other praise. Throughout 
those weeks Mahler was an untiring source of strength. Nevertheless, 
it could not be denied that the voice sounded tired after the long 
rehearsals. 

“Will I be able to last out? It’s only a question of keeping going, of 
lasting out. There are still ten days till the first performance: 
tomorrow I have to sing the whole role, all three acts in full voice.” 

On 11 February 1898 the 29 year-old Erik made his debut as 
Siegfried in the Vienna Court Opera. The sold-out house was filled 
with enthusiastic shouts of acclamation after the First Act. The 
young Dane appeared before the curtain and one could feel that the 
audience did not want to let him go but wanted to applaud right 
through the interval. Excited and embarassedly whispering, the 
ladies checked again with their opera-glasses—Young Siegfried was 
not wearing tights, he had only brown make-up on his bare legs— 
quite unheard of. 

In his narrow, small dressing-room Erik lay on the couch, which 
was far too short for him. He was convinced that he could not sing 
any more. The door opened quickly and Mahler appeared. Full of 
understanding, he swept aside the nervousness and fear, and en¬ 
couraged the exhausted man lying before him. Like a trainer calming 
a racehorse, he calmed the singer and talked him into taking the next 
hurdles. And taken they were, and with a flourish. 

His success was enormous. The true cost in effort, nervous 
excitement and stress was only known to two men: the director and 
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his singer. Erik always claimed afterwards that he could never have 
lasted through the role without Mahler’s help. 

The initial fears had been broken and his stage fright reduced a 
little and this benefitted his second guest performance as “Lohengrin”. 
Sixteen days later he achieved his second success and then rushed 
headlong into a promising future. The problem of the change from 
baritone to tenor had also been settled. Mahler had swept it away 
with the magic of his personality. The director and conductor wanted 
to keep the tenor, to build him into his ensemble. Mahler was still 
trying to complete this ensemble and had made a good catch with this 
new Dane. He was to lead and guide him, and Erik now recognized 
his path to the goal that had previously been only a dim idea. He gave 
three more guest performances and then became a full member of the 
Vienna Court Opera in the following September. His contract was 
for ten years, ten years with increasing fees. 

Before this contract became a reality, however, Mahler, harnessed 
his new tenor under a heavy yoke. He did not let him leave but began 
at once with the study of two new roles—Florestan and Siegmund— 
which Erik was to sing in the very next season.’ 

* * * 

Schmedes remained in Vienna for the rest of his career, singing a total of 
1129 performances of 42 roles until his farewell, as Matthias in Evangeli- 
mann on 30 April 1924. V (Josef Reitler) of the Vienna Neue Freie Presse 
wrote: 

‘It was one single, great and moving demonstration of affection. Erik 
Schmedes sang for the last time—at least for the time being—in the 
Opera House. His Evangelimann is well known, for long enough it 
has been one of his best roles. But this figure has never had so much 
genuine feeling, so much love and so much radiant greatness as on 
this evening, which belonged solely to our magnificent Siegfried, 
Tristan and Parsifal. There is a great deal said about parting and lost 
youth in‘Evangelimann’. Many of us were young with Schmedes and 
are grateful to him for the purest and noblest feelings that the theatre 
can offer. For us it was a doubly painful parting. 

The moment he appeared on the stage Schmedes was overwhelmed 
with a storm of applause that interrupted the orchestra for a long 
time. Then, at the Act curtains, there were ovations of a kind that this 
house has not heard for a very long time. Schmedes was forced to 
speak twice to the audience. He spoke of gratitude and of how 
happily he had worked here. “Think fondly of me; parting is difficult 
for me. I cannot say just how difficult.” His voice was veiled in tears 
and a huge wave of sympathy swept through the house. The applause 
lasted right through the second interval. Kapellmesiter Reichen- 
berger could not begin the orchestral introduction to the Third Act, 
although the lights had long been dimmed and the bell had long since 
rung. Not until Schmedes had come before the curtain once again 
was the house quiet. The scene at the end was unparalleled. That was 
no longer enthusiasm but exaltation, no longer applause but adora¬ 
tion. The audience would not leave their seats. Scarves waved, 
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thousands of voices called out amidst the applause, flowers rained 
onto the stage from all round the boxes. Until at last the auditorium 
was darkened and despite the indignant protests the fire curtain was 
lowered. 

“And now, irresistible and implacable as fate itself, the fire curtain 
has descended on the last appearance of Kammersanger Erik 

Schmedes in the Opera House.’” 

* * * 

The following list of roles, with the dates of first and last assumption and the 
number of performances, has been taken from his own personal list but has 
not been checked against the Opera archives. 

Siegfried: Siegfried 11 February 1898 (2 guest performances) — 6 
November 1919 — 77 

Lohengrin: Lohengrin 27 February 1898 (3 guest performances) 

— 10 October 1920 — 133 

Walkiire: Siegmund 6 May 1898 — 25 January 1920 — 65 
Fidelio: Florestan 19 May 1898 — 21 April 1923 — 57 
Gotterdammerung: Siegfried 4 September 1898 — 4 May 1923 — 77 
Rheingold: Froh 26 September 1898 — 3 December 1899 — 5 
Evangelimann: Matthias 30 October 1898 — 30 April 1924 — 56 
Faust: Faust 19 December 1898 — 23 March 1903 — 12 
Donna Diana (Reznicek): Don Cesar 14 January 1899 — 25 
January 1899 —- 2 

Barenhauter (S. Wagner): Hans Kraft 27 March 1899 — 3 March 
1900 — 20 

Prophete: John of Leyden 7 May 1899 — 2 May 1918 — 15 
Die Fledermaus: Eisenstein 9 June 1899 — 31 May 1915 — 3 
Norma: Pollione 23 December 1899 — 26 November 1909 — 12 
Es was einmal (Zemlinsky): Prinz von Nordland 22 January 1900 

— 22 March 1901 — 12 

Rheingold: Loge 20 March 1900 — 16 June 1923 — 63 
Der Bundschuh (Josef Reiter): Hanns 13 November 1900 — 6 
December 1900 — 5 

Rienzi: Rienzi 21 January 1901 — 20 April 1918 — 38 
Pagliacci: Canio 16 February 1902 — 28 June 1921 — 69 
Pique Dame: Hermann 9 December 1902 — 24 January 1919 — 29 
Tristan und Isolde: Tristan 21 February 1903 — 28 November 
1920 — 72 

Dalibor: Dalibor 21 November 1903 — 1 September 1918 — 9 
Die Rose von Liebesgarten (PFitzner): Siegnot 6 April 1905 — 1 
April 1908 — 16 

Iphigenie in Aulis: Achilles 18 March 1907 — 29 April 1923 — 14 
Samson et Dalilah: Samson 11 May 1907 — 4 March 1913 — 13 
Tiefland: Pedro 25 February 1908 — 19 March 1921 — 45 
Joseph (Mehul): Joseph 17 October 1908 — 20 March 1909 — 4 
Elektra: Aegisthus 24 March 1909 — 4 March 1924 — 16 
Ein Wintermarchen (Goldmark): Konig Leontes 15 April 1909 — 

4 March 1909 —2 

Tannhauser: Tannhauser 4 June 1909 — 31 March 1921 — 58 
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Die Meistersinger: Waiter 17 December 1909 — 16 December 
1920 — 26 

Tosca: Cavaradossi 26 January 1910 — 1 

Der Musikant (Bittner): Wolfgang Schonbichler 12 April 1910 — 

7 March 1919 — 15 

Der Bergsee(Bittner): Jorg Steinlechner 13 November 1911 —28 
November 1911 — 2 

Oberst Chabert (V. Wattershausen): Graf Ferrand 5 November 
1912 — 8 January 1913 — 6 

Parsifal: Parsifal 14 January 1914 — 1 June 1919 — 28 
Kain und Abel (Weingartner): Abel 4 December 1914 — 14 June 
1915 — 5 

Der arme Heinrich (Pfitzner): Heinrich 17 March 1915 — 1 
Alceste: Admetes 16 March 1916 — 15 May 1919 — 9 
Salome: Herodes 14 October 1918 — 3 October 1923 — 27 
Kahlheimerin (Bittner): Ein Unheimlicher 9 April 1921 — 18 
April 1921 — 4 

Palestrina: Palestrina 1 March 1919 — 25 May 1914 — 5 
Die Dorfschule (Weingarnter): Matsuo 13 May 1920 — 1 

He was nominated Court ‘Kammersanger’ in 1901, along with Frances 
Saville, after what was for those days only a very short time with the 
ensemble. 

Naturally Schmedes made many guest appearances elsewhere, es¬ 
pecially in Germany and Frau Cosima Wagner very soon came to hear of 
the new Wagner tenor. She came specially to Vienna to coach him and in 
1899 he appeared as Parsifal and Siegfried in Bayreuth. He repeated these 
roles again in 1901 and 1902 and returned in 1904 with Siegfried and in 
1906 with Parsifal, he also appeared in Berlin and sang Siegfried in French 
for Paris in 1903. Kutsch and Riemens’ Lexicon claims that he sang at 
Covent Garden but this is not substantiated by Harold Rosenthal’s 
authoritative work nor from Lim Lai’s extensive programme collection. He 
did, however, reach North America. His debut at the Metropolitan on 11 
November 1908 in Die Walkiire under Alfred Hertz with Gadski, Homer, 
Forma, Feinhals and Hinckley, this being repeated later that month with 
Blass instead of Hinckley. In between there was a Tiefland under Hertz with 
Destinn, Feinhals and Hinckley, which came on again for his last 
appearance on 9 January 1909. In December he also sang a Gotterdam- 
merung under Toscanini with Fremstad, Homer, Hinckley and Goritz. 
Finally, there were two Tristans under Gustav Mahler with Fremstad, 
Homer, Feinhals and Blass. He appeared on tour with the Metropolitan in 
Die Walkiire and Tiefland under Hertz and in Tristan under Mahler in 
Philadelphia. 

Despite such professional pinnacles, he was happy to sing for smaller 
houses and we find him just down the road from Vienna at the Town Theatre 
of Brno, then part of the Austrian Empire. 

1 April 1898 Siegfried 
24 April, 3 November 1898 Lohengrin 
3 December 1898 Evangelimann 
27 February 1899 Faust 
21 October 1899 Prophete 
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8 March 1900 
12 January 1901 
22 January 1901 
22 January 1902 
6 October 1906 
5 January 1907 


Siegfried with Theodor Reichmann 
Lohengrin 

Der Waffenschmied (Lortzing) 
Siegfried 

Lohengrin with Forster-Lauterer 
Siegfried 


A concert performance of Parsifal on 1 January 1912 in the Circus, 
Stockholm, under Seeber has also been traced and he was in Constantinople 
in 1915 and 1917. He appeared nearly every year in Graz and sang a Loge 
there after his retirement. Naturally, he often sang at the Vienna Volksoper 
and again we Find him there giving an Evangelimann on 3 March 1925, the 
year after his official farewell in the role. 

In addition to his operatic work he often sang in concerts and we have 
traced the following few events as representive: 


28 October 1900: Hofoper concert with Marie Gutheil-Schoder 
and Arnold Rose. Schmedes sang Ein Traum (Grieg), 
Leb’wohl, liebes Gretchen(Gade) and Wanderlied (Schumann) 

19 March 1901: A charity ‘ gentlemen 5 s’ evening when Schmedes 

made a great hit with a transvestite performance of‘My girl is 
a highborn lady 5 in English. 

12 February 1902: The premiere of the oratorio Sankt Franciscus 
by Peter Hartmann with Marie Gutheil-Schoder and Laura 
Hilgermann, under the composer. 

6 May 1902: An internal Hofoper celebration, when he sang 

‘Die Weihe des Gesanges 5 by Mozart with Demuth, Frauscher, 
Hesch, Reichmann, Schrodter, Slezak and Winkelmann, 
under Ferdinand Foil (Incidentally, the latter turns up as the 
accompanist for the HMV Schubert cycles with Hans Dugan 
in 1928.) 

16 November 1902: Schumann’s ‘Scenes from Faust’ under Ferdi¬ 
nand Lowe with Brandt-Forster, Rita Kury, Scheidemantel 
and Klopfer. 

21 November 1902: Liebeslied and Duet from Die Walkiire with 
Selma Kurz, under Siegfried Wagner. 

Undated: Graz — Das klagende Lied, probably under 

Mahler. 


Undated: Ein Weihnachtsmysterium by Philipp Wolfrum 

with Emma Ruckbeil-Hiller. 


17 February 1909: Wintersttirme from Die Walkiire under Richard 
Strauss with Ernestine Schumann-Heink also on the programme. 


6 January 1910: Ein Traum (Grieg) and Der Hidalgo (Schumann). 

7 December 1912: Excerpts from Parsifal with Nicola Geisse- 

Winkel and Richard Mayr, under Franz Schalk. 

* * * 


His retirement was followed by an unpleasant squabble with the Opera 
House that he had served so faithfully for the best part of 30 years. As a 
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Danish citizen he was not entitled to any pension, for that he would have 
had to become an Austrian. If, on the other hand, he had changed his 
nationality, he would then have had difficulty about going back to Denmark 
and living there, and he wished to die as a Danish citizen. According to an 
incomplete clipping I have seen, he did have the right to a pension based on 
his last contract, a contract which bound him for only one year and that a 
year in which he hardly sang an evening bar his farewell. Any pension he did 
have would have had to have been spent in Austria as well. Apparently as 
the result of his cause being taken up by the newspapers and the public in a 
wave of general indignation, he was granted a pension ‘as an act of grace’ 
that was less than a third of what he should have been entitled to. He did not 
live long to enjoy it, dying on 21 March 1931 of a lung emphysema, the 
typical disease of singers and wind instrument players of the time. 


So much for the basic facts of his life. But what was he like as a person and as 
a singer? From all accounts he seems to have had an uncomplicated, happy 
nature, fond of the good things of life and as thoughtless as a child in 
enjoying them. Gustav Mahler fought against this when he could. We have 
seen that he owed his chance to be engaged by Mahler to an accident while 
cycling. Once in Vienna he continued to cycle until Mahler forbad it 
because of the danger of catching cold or another accident. He then took to 
riding but was forbidden that after two years. He next tried motorcycling but 
was promptly forbidden that by his autocratic director. The logical step was 
then a car, which he bought with his dollars from the Metropolitan. Driving 
proudly in the Prater, he saw Mahler and greeted him cheerily, but Mahler 
gave him n6 more than an icy reply. Alma Mahler related how when her 
husband came home he said to her: ‘That Schmedes will never have any 
money. Instead of saving he has bought a motor car. One can tell that I am 
no longer his director.’ 

While he still was Schmedes’ director Mahler certainly did his best. 
How often on his way home at night from the Opera House must he have 
‘inspected’ the two coffee houses on the Rigstrasse that were frequented by 
his Lohengrin, in order to see whether the singer was not still sitting in the 
smoky atmosphere. Whenever he met the thoughtless Schmedes a sharp 
reprimand followed. Quite oblivious of the other guests, Mahler would 
shout at his Heldentenor to leave the premises at once... And Schmedes? He 
would obey with a smile like an obedient child. 

As a singer his greatest strength seems to have been the overpowering 
intensity of his acting, whereby he seems to have become so immersed in his 
role that even his colleagues on the stage were never very sure whether he 
retained contact with reality. There are plenty of stories to document this 
and his daughter often related the following sample in her talks about her 
father and other singers of the time. Once when he was singing the delirium 
scene in the last act of Tristan und Isolde the Kurwenal, Friedrich 
Weidemann, was moved to murmur to him while covering him up again on 
the sick bed: ‘Don’t get so excited, Erikli, she’s coming at once, Erikli, 
she’ll be here at once.’ On another occasion when singing Pedro in Tiefland 
he began to throttle Leopold Demuth, the Sebastian, with such intensity 
that the latter cried out: ‘Have you gone mad, Erik, get a grip of yourself.’ 
Marie Gutheil-Schoder, herself no mean actress, had a similar experience 
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when playing Nedda to his Canio. Just before he came for her with his knife 
she felt constrained to whisper to him: ‘But, Schmedes, it’s me, Gutheih’ 
Mahler is reported to have made the comment after a performance of The 
Queen of Spades: ‘Schmedes, if you ever lose your voice through your 
useless visits to the coffee house, I shall “pardon” you to the Burgtheater for 
life.’ Add to this acting strength a superb physical appearance, a baritonal 
vocal quality up to a brilliant high A and his enormous success on the stage 
is easily explained. 

All reports also agree on his musicality. We have seen that his ability at 
the piano was responsible both for his first engagement as a baritone and for 
his discovery as a tenor. According to his daughter, he continued to play the 
piano every day and never tired of singing and playing at home to her great 
delight. Small wonder that she became a distinguished singer herself, 
making her debut at a Vienna Musikverein concert in 1919 with her father 
as partner. Despite his acting ability, he always drew fresh inspiration from 
the music itself. He never lost the wonder of being able to create his great 
roles, often remarking that he would have gladly paid for the pleasure of 
performing instead of being paid for it. His daughter has never forgotten him 
bending down to her and whispering in her ear as he left the house: ‘Little 
lady, just imagine, I can sing Siegfried today!' 

We have seen how hard Mahler worked with his ‘discovery’ both as 
coach and as what one might call ‘operatic nursemaid 5 . He was, however, 
never in doubt as to why he took such care of Schmedes and the following 
comment is worth quoting: 

‘He is the most musical singer that we now have, making music with 
him is no effort for me but a pleasure.’ 

Also worth quoting is the following passage from a letter written by Jean de 
Reszke to Schmedes: 

‘I have always greatly admired the way in which you try to present 
the character you have to represent and with you it is fortunately 
never the “tenor” but the artist that one applauds.’ 

Of course such a nature was bound to clash with the other great 
singer of the same repertoire, Leo Slezak, particularly as the latter 
was not one to let the chance of a joke go by. They spent many years 
together in Vienna and Schmedes envied Slezak his high C, his extra 
two centimetres height, though at 6 feet 2 inches Schmedes was not a 
short man himself, and even more that Slezak was four years 
younger. As a child his daughter was often told: ‘Slezak is a singer 
but your father is an artist’. Naturally, as any child would, she 
repeated this to Slezak, who replied: ‘Yes, my child, but if your father 
had a top C, he would also prefer to be a singer’. 

The following story can serve as an example of Slezak’s teasing. 
During an orchestral rehearsal to Das Rheingold Slezak was singing 
Froh and Schmedes Loge, a new role that he had hurriedly learnt, 
while Mahler was conducting. Schmedes, a bit of a dandy, was 
wearing white spats and so Slezak whispered to him: ‘Erik, you’re 
losing your underpants’. ‘ Slezak, those are spats.’ This was repeated 
till Schmedes lost his nerve and was told off by Mahler: ‘What’s the 
matter? I’m not used to you making so many mistakes, you’re usually 
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so musical’ 4 Herr Doktor, Slezak is teasing me so.’ General laughter. 
However, Schmedes managed to score back off him by letting him carry all 
the gold to cover up Freia. That Slezak did not always have the laugh on his 
side is shown in the following anecdote. One day Slezak rang up Schmedes 
and with a disguised voice asked if the latter was to sing Lohengrin the next 
day, was his voice in order? On receiving an affirmative reply, he then said: 
‘Then I am certain that I won’t go and listen’. A few days later Slezak was 
rung up by the Imperial Obersthofmeister to tell him that he had been 
created Kammersanger. His immediate reply was: ‘Schmedes, you idiot, 
you didn’t think that I’d fall for that did you?’ Whereupon the astonished 
official hung up. 

In 1910 matters reached the point where Schmedes brought an action 
against Slezak for ‘ Ehrenbeleidigung’ (the Austrian civil wrong of‘injured 
honour’). Apparently Slezak had made some critical professional remarks 
that were passed on to the latter. When Schmedes next met Slezak in the 
Opera House he set about him with a stick. Slezak, however, managed to 
escape and locked himself into a room. As he could not get at him, 
Schmedes took him to court. The court room was full on the day of the case, 
but two hours before it was due to come on they were called to the office of 
the Obersthofmeister, who was to try and reconcile them. Slezak claimed 
that he had been ready to make it up but Schmedes was so enraged that he 
had been afraid for his life. Then he turned to Schmedes and said: ‘Look, 
Erik, F11 sing something really specially beautiful for you,’ and made such a 
silly, innocent face that Schmedes had to laugh and the affair was over. 

Schmedes is also credited with the story of the rehearsal to Fidelio that 
claims that at the opening lines of Florestan’s great aria ‘ Gott, welch’ 
Dunkel hier’ he tapped his pocket significantly. The point was taken and he 
received a welcome raise in salary. 

I should like to close this section with quotations from the remini¬ 
scences of two Viennese operagoers of the period (for which liberty I hope 
neither the Editor nor I shall run into copyright difficulties). The first is 
from Richard Specht, writing as the mature critic of Gustav Mahler and his 
work in his biography of the composer published in 1913, and then the 
young enthusiast Erwin Stein, who published a series entitled ‘Mahler and 
the Vienna Opera’ in the magazine Opera in 1953. 

‘Mahler once said that the most important part of the music cannot be 
found in the notes; nor is the most important part of a character written into 
the role. All these artists [mentioned before this passage] find their own 
special interpretation between the lines of the book and the score, just as 
Lucca, Winkelmann and Reichmann did before them. Erich Schmedes also 
does this. No Lohengrin or Siegfried has been less of a ‘ tenor’ than him since 
Niemann and Winkelmann. He possesses the full immediacy of the sound 
that comes straight from the heart; he is one of the very few of whom one 
can believe that they have come from splendour and joy, and not just out of 
their dressing-room; a shimmer of the sagas lies around these heroic figures 
and their powerful unspoiltness and innocence carries conviction. His 
Young Siegfried is—and was even more so in earlier years—really a fairy¬ 
tale figure, the youth who went forth to learn the meaning of fear, whose 
swaggering strength could well tame bears, forge Nothung anew, slay the 
dragon, sweep away the old god and walk through the fire. I have ex¬ 
perienced the bright, joyful, childlike quality in no other singer—not even 
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in Bayreuth—nor heard the tone with which, lying under the trees, he 
expressed his lonely, love-starved longing: ‘Ach, mocht’ich Sohn meine 
Mutter sehn! or when struck by the mystery of femininity, he steps back 
from the sleeping Briinnhilde: ‘im Schlafe liegt eine Frau, die hat mich das 
Fiirchten gelehrt’, nor felt in any other powerfully brilliant Forging Song the 
birth of a folksong, born of pleasure in working. The pure simplicity of heart, 
the boyishness of his nature, allied with the plain, unsophisticated youthful 
beauty of the defiant blonde head and the tall, slim figure conscious of his 
dominant strength make his Siegfried a bright, charming epitome of 
Wagner’s ‘Merry Hero’ that everyone who sees him would give a lot for the 
Master to have seen him too. 

At the same time his singing is never quite perfect from the technical 
point of view. Filled with genuine, totally unsentimental and chaste manly 
warmth, his huge voice has often a rough and unpolished quality, but at the 
same time it is capable of a tenderness hardly ever achieved by the pure 
vocalist. Where the final mysteries are beyond him—in the last act of 
Tristan, or the moment after Briinnhilde’s awakening when the spirit of the 
man awakens in the inexperienced youth and when for a moment he is face 
to face with the riddle of life, in Tannhauser’s delirious exaltation, or in 
figures like that of Siegmund on whom the shadow of death is laid—he is 
effective even where his own nature is not quite capable of portraying the 
figure because he will never try to act but rather set aside everything 
personal and let the poet and composer- speak alone. Something may be 
lacking—the histrionic element—but one will never hear a false tone nor see 
a stupid mask. There may be too little but it will still be more effective 
through the purity of true artistry and the bright nature of the artist than the 
excesses of others. One will never feel anything foreign to his nature and 
thereby he is able to come closer to figures that would otherwise be beyond 
him: Loge, Tristan and Tannhauser.’ 

* * * 

Erwin Stein had the following to say about the various roles that he heard 
from Schmedes under Mahler’s directorship of the Vienna Opera. 
‘Tristan was Erik Schmedes, one of those giants from the North, and 
Bayreuth’s Siegfried of long standing. His voice was beautiful but 
heavy (he had been a baritone), and his singing and acting sensitive 
and intelligent. He had no difficulty in presenting a hero, but Tristan 
is largely a lyrical part. By sheer musicianship he forced from his 
rather unwieldy voice tender piano notes and cantilena of fine 
expression and phrasing. The self-imposed restraint of the singer, 
which one could still feel, corresponded aptly to the hero’s inner 
conflicts. Schmedes was therefore a splended and most convincing 
Tristan, and greatest in the tortured monologues of the third act.’ 
‘Schmedes’ Loge, representing the element of the quick-witted fire, 
tamed by Wotan, but detaching himself from the fate of the gods, 
became a central figure of the opera. He sang and acted admirably.’ 
‘Schmedes made Siegmund a consistently tragic figure.’ 

‘Schmedes, as Florestan, was a most moving character. Restraint, 
imposed upon his heroic voice and appearance, brought often his 
finest artistic instincts to the fore.’ 
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‘Achilles (in Iphigenie en Aulide) had to be Schmedes who possessed a 
hero’s stage presence. His voice rang out mightily when he quarrelled 
with Agamemnon, but he phrased very finely his duet with Iphigenie ‘Ne 
doutez jamais’. 

* * * 

In these excerpts can be found an answer to the problem of the discrepancy be¬ 
tween Schmedes’ reputation and his records and it is backed up by so many of the 
anecdotes. Schmedes was a great singing-actor and not a great vocal technician. 
This of course has to be understood more in the vocal picture of his time rather 
than of today, when the term has come to be an excuse for much vocalism that 
would have been quite unacceptable in earlier days. Schmedes’ voice, however 
much he may have taken care of it in the studio, was never more than a means to 
an end: the presentation of a character on stage, and if in the heat of the moment 
the finer points of vocalism got lost or a note here and there was not up to the 
highest standards, the loss was not felt in the house itself. We, who have only 
records to listen to, have in his case really no more than a pale ghost of his 
performance. His type of heroic voice was really too large for the early horn and 
most of the records one readily meets with were made when the introduction of 
the unbelievably bad Viennese recording orchestra obscured all but the barest 
outline of the singing. I mentioned this when dealing with Leopold Demuth in an 
earlier number of the Record Collector, comparing the baritone’s tonal variety 
in the earliest, piano-accompanied discs with the dry, dull sounds of so many 
later ones. Demuth was a singer first and foremost, noted for the splendour and 
technical perfection of his tone. If he could not compete against the process, how 
much more of the true essence of Schmedes’ performance must have got lost, 
leaving us with no more than a record of his purely musical shortcomings and the 
occasional thrilling phrase or gleaming note. From personal experience I know 
that a recording with excellent modern equipment can fail to catch much of the 
effect of a concert performance, in fact precisely those qualities that made it 
memorable to the audience, and it requires little imagination to see that this 
would be intensified in the case of a stage performer for whom the spirit and 
sincerity of the performance were always paramount. 

Turn to the very early items, if you can find them, and a more exciting singer 
emerges, if only very faintly because of the primitive process. With careful listen¬ 
ing one can find plenty of evidence—even in the worst period too—of great dif¬ 
ferentiation and painting of words, clarity of diction and much of that authority 
of delivery that marks all great singers. To my mind there can be no doubt: Here 
was a great opera-performer whose records rarely do himjustice. My knowledge 
of his whole output is not wide enough to offer a path through it to pick out the 
pearls and can only suggest that those who have not yet found a worthy memory 
of him should try the very early items and leave the later ones to those that have 
already learnt how to seek out the traces of his virtues. 
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ERIK SCHMEDES 1868-1931 

BERLINER, Vienna, c. May, 1900 

1. 1480A PROPHETE: Hymne (Roi du ciel) (Meyerbeer) 

42003 

2. 1481A MEISTERSINGER: Preislied (Wagner) 

42005 

3. 1483A SIEGFRIED: Schwertlied (Wagner) 

42011 


G & T, Vienna, c. June, 1902, the first four B matrix numbers are Tin. (1 IVicm.) 


4. 

2377B 

EVANGELIMANN: Selig sind die Verfolgung Leiden 
(Kienzl) 

42708 

5. 

2378B 

Ein Traum (Grieg) 

42709 

6. 

2379B 

LOHENGRIN: In fernem Land (Wagner) 

2-42008 

7. 

2380B 

Botschaft (Brahms) 

2-42027. 

8. 

877x 

WALKURE: Wintersttirme wichen (Wagner) 

42819 

9. 

878x 

RHEINGOLD: Loges Erzahlung (Immer ist Undank) 
(Wagner) 

42998 

10. 

879x 

LOHENGRIN: Hochstes Vertrauen (Wagner) 

42820 

11. 

880x 

PAGLIACCI: Jetzt spielen (Vesti la giubba) (Leon¬ 
cavallo) 

2-42518 

12. 

881x 

MEISTERSINGER: Morgenlich leuchtend(Wagner) 
2-42519 

13. 

882x 

LOHENGRIN: In fernem Land (Wagner) 

42897 

14. 

883x 

EVANGELIMANN: Selig sind die Verfolgung leiden 
(Kienzl) 

42821 

c. August, 1903, the two C matrices are Tin. (IT^cm.) 

15. 

975C 

LOHENGRIN:Nun sei bedankt (Wagner) 

2-42078 

16. 

976C 

CAVALLERIA RUSTICANA: Trinklied (Brindisi) 
(Mascagni) 

2-42097 

17. 

757z 

RIENZI: Erstehe, hohe Roma, neu (Wagner) 
2-42574 

18. 

758z 

LOHENGRIN: Atmest du nicht (Wagner) 

2-42579 

19. 

759z 

DALIBOR: Blickst du, mein Freund (Slysefs to, 
priteli) (Smetana) 

2-42580 
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20. 

42Hp 

RIENZI: Allmacht’ger Vater (Wagner) 

042057 

21. 

885fcz 

MEISTERSINGER: Am stillen Herd (Wagner) 
2-42757 

22. 

886Hp 

SIEGFRIED: Schmiedelied (Wagner) 

2-42731 

23. 

55Hp 

TRISTAN UND ISOLDE: O sink hernieder, w/ 
SEDLMAIR (Wagner) 

044039 

24. 

56Hp 

LOHENGRIN: Das susse Lied, w/SEDLMAIR 
(Wagner) 

044023 

c. mid 1904 


25. 

781e 

RIGOLETTO: Arie (?) (Verdi) 

3-42012 

26. 

770f 

MEISTERSINGER: Fanget an (Wagner) 

042086 

27. 

771 f 

PAGLIACCI: Nein, Bajazzo nicht mehr(No Pagliac- 
cio non son (Leoncavallo) 

042087 

28. 

772f 

ZAUBERFLOTE: Dies Bildnis ist bezaubernd schon 
(Mozart) 

042088 

29. 

773f 

HUGUENOTS: Entree von Raoul (Sous le beau ciel 
& PROPHETE: Pastorale (Pour Bertha) (Meyerbeer) 
042090 

30. 

898e 

GOTTERDAMMERUNG: Schwur (Geschandet war 
ich) (Wagner) with WEIDEMANN (Wagner) 

44441 

31. 

899e 

TROVATORE: Szene und Romanze (?Tace la notte/ 
Deserto) with WEIDEMANN (Verdi) 



44431 

32. 

804f 

KONIGIN VON SABA: Duett (probably just before 
Am Fusse des Libanon) with WEIDEMANN (Gold- 
mark) 

044046.. 

33. 

806f 

WALKURE: Liebesduett Akt 1, with WE IDT (Wagner) 
044047 

c. April, 1905 


34. 

2404h 

OTELLO: Lob’ wohl (?Ora e per sempre addio) 
(Verdi) 

3-42152 

35. 

2405 h 

CARMEN: Blumenarie (La fleur) (Bizet) 

3-42177 

36. 

2406h 

PARSIFAL: Nur eine Waffe taugt (Wagner) 

3-42049 

37. 

2444h 

LUCIA DI LAMMERMOOR: Sextet (Chi mi frena) 
with ELIZZA, LUKSCHICK, PREUSS, STEH- 


MANN, MAYR (Donizetti) 
44432 
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38. 

2445h 

c. December, 
39. 650r 

40. 

65 lr 

41. 

700r 

42. 

702r 

43. 

747r 

44. 

749r 

45. 

753r 

46. 

804r 

47. 

805 r 


DALIBOR: Arie (SlySel’s to, pfiteli) (Smetana) (is 
Blickst du mein Freund) 

3-42184 

1905/early 1906 

TROVATORE: Terzett (?) w/ELIZZA & KITTEL 
(Verdi) 

2-44026 

TROVATORE: Wilde Eifersucht (Di geloso amor) 
(Verdi) 

2- 44027 

NORMA: Was mich kraftigt (?Mi protegge) (Bellini) 

3- 42461 

RIENZI: Erstehe, hohe Roma, neu (Wagner) 
3-42414 

WALKURE: Wintersturme wichen dem Wonnemond 
(Wagner) 

3-42485 

NORMA: Mit Adalgisa (Meco all’ altar) (Bellini) 
3-42501 

ROSE VON LIEBESGARTEN: Und mochtest fort 
(Pfitzner) 

3-42463 

QUEEN OF SPADES: Beherrschest du mein Ftihlen) 
(Forgive me, bright celestial vision) (Tchaikowsky) 
3-42504 

OTELLO: Tod (Niun mi tema) (Verdi) 

3-42539 


c. May-June, 1906 
48. 4128L 

49. 

4130L 

50. 

4132L 

51. 

269m 

52. 

4235L 

53. 

4236L 

54. 

4237L 

55. 

4238L 

56. 

4239L 

57. 

4240L 


Ich grolle nicht (Schumann) 

3-42540 

Morgenhymne (Henschel) 

3-42561 

Winterlied (Koss) 

3-42618 

LOHENGRIN: In fernem Land (Wagner) 
042132 

LOHENGRIN: O Elsa, nur ein Jahr (Wagner) 
3-42619 

LOHENGRIN: Hochstes Vertrauen (Wagner) 
3-42562 

LOHENGRIN: Atmest du nicht (Wagner) 
3-42580 

LOHENGRIN: Nun sei bedankt (Wagner) 
3-42620 


EVANGELIMANN: Selig sind die Verfolgung leiden 


3-42597 

CAVALLERIA RUSTICANA: Trinklied (Brindisi) 
(Mascagni) 

3-42581 
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58. 

4272L 

GUILLAUME TELL: Er fiel, er starb (Quand 
FHelvetie-Troncar suoi di) with STEHMANN & 
HESCH (Rossini) 

2-44109 

59. 

4274L 

TEMPLERUND JUDIN: Du stolzes England (Mars- 
chner) 

3-42563 

60. 

4287L 

RIGOLETTO: Holdes Madchen (Bella figlia delF- 
amore) withFORST, KITTEL& STEHMANN (Verdi) 
2-44097 


(NOTE: As is usual in these discographies, when dealing with the expert 
Franz Hampe’s 25 cm. recordings, his suffix letter is shown as a capital L to 
avoid confusion with the figure 1. On pressings of course it is shown as a 
lower case 1.) 


End 1906—January, 1907 


61. 

9928u 

PROPHETE: Trinklied(AufsehtderBecherwinket— 
finale Act V) (Meyerbeer) 

3-42723 

62. 

9929u 

OTELLO: Fahr wohl (?Ora e per sempre addio) 
(Verdi) 

3-42736 

63. 

9930u 

PAGLIACCI: Scherzet immer (Un tal gioco) (Leon¬ 
cavallo) 

3-42735 

64. 

9931u 

RIGOLETTO: Freundlich blick ich(Questa o quella) 
(Verdi) 

3-42773 

65. 

9933u 

MANON: Traum (En fermant les yeux) (Massenet) 
3-42737 

66. 

9958u 

PROPHETE: Liebtest du (diesen Sohn?, in which case 
part of A la voix de ta mere) w/KITTEL (Meyerbeer) 
2-44186 

67. 

9997u 

KONIGIN VON SABA: Du Ew’ger(if Du Ew’ger der 
mein Aug’ gelichtet, this is from Act IV, Sc. 3, death 
scene, not otherwise recorded?) (Goldmark) 

68. 

9998u 

MUETTE DE PORTICI: Barcarolle (Du pauvre 
seul) (Auber) 

3-42756 


late 1907, black pre-dog labels 


69. 

10917u 

RHEINGOLD: Loges Erzahlung (Wagner) 

3-42945 

70. 

10918u 

PARSIFAL: Nur eine Waffe taugt (Wagner) 

3-42852 

71. 

10919u 

SAMSON ET DALILA: 1st der Herr nicht bei dir(?) 
(Saint-Saens) 

3-42854 

72. 

10920u 

SAMSON ET DALILA: Israel werde frei (Israel 
romps ta chaine) (Saint-Saens) 

3-42890 
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73. 

11745 

IPHIGENIE EN TAURIDE: der Priester wagt( Gluck) 
4-42098 

74. 

11746u 

TRISTAN UND ISOLDE: Wie sie selig (Wagner) 
3-42946 

75. 

11747u 

PAGLIACCI: Jetzt spielen (Vesti la giubba) (Leon¬ 
cavallo) 

4-42033 

76. 

11748u 

SIEGFRIED: Schwertlied (Wagner) 

4-42034 

77. 

11840u 

WALKURE: Ein Schwertverhiess mir, Pt.l (Wagner) 
3-42980. 

78. 

11841u 

WALKURE: Ein Schwertverhiess mir, Pt.2(Wagner) 
3-42981. 

79. 

11842u 

WALKURE: Siegmund heiss ich (Wagner) 

4-42100 

80. 

11964u 

SIEGFRIED: Nothung, Nothung (Wagner) 

4-42024 

81. 

11965u 

GOTTERDAMMERUNG: Mime hiess ein murri- 
scher Zwerg (Wagner) 

4-42025 

82. 

11966u 

DALIBOR: Blickst du, mein Freund (Slysel’s to 
priteli) (Smetana) 

4-42097 

83. 

11968u 

OTELLO: Hab’ ich vor ihrer Lust (?) (Verdi) 
4-42099 

1908 

84. 

12946u 

TIEFLAND: Ich griiss noch einmal (D’Albert) 
4-42132 

85. 

12947u 

TIEFLAND: Zwei Vater unser(Traumerzahlung) (D’Albert) 
4-42108 

86. 

13155u 

TIEFLAND: Schau her (Wolfserzahlung) (D’Albert) 
4-42110 

87. 

13156u 

TRISTAN UND ISOLDE: So stiirben wir, w/BLAND 
(Wagner) 

2-44411 

88. 

13157u 

TRISTAN UND ISOLDE: O sink hernieder w/ 
BLAND (Wagner) 

2-44412 

89. 

13158u 

OTELLO: O Gott (?Dio mi potevi) (Verdi) 

4-42131 

90. 

13825u 

OTELLO: Liebesduett (Gia nella notte) (Verdi) w/ 
BLAND Part 1 

2-44485 

91. 

13826u 

OTELLO: Liebesduett, Part 2, w/BLAND (Verdi) 
2-44486 

92. 

13827u 

TOSCA: E lucevan le stelle (Puccini) 

2-52720. 

93. 

13828u 

WALKURE: Wintersturme wich dem Wonnemond 
(Wagner) 

4-42219 
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94. 

13835u 

WERTHER: Was bin ich aufgewacht (Pourquoi me 
reveiller?) (Massenet) 



4-42160 

95. 

13836u 

WERTHER: O wie suss (O nature, pleine de grace 
(Massenet) 

4-42161 

May, 1909 


96. 

14600u 

RIENZI: Allmacht’ger Vater (Wagner) 

4-42220 

September, 1909 


97. 

15043u 

LOHENGRIN: Das siisse Lied verhallt, w/ELIZZA 
(Wagner) 

3-44077 

98. 

15044u 

TOSCA: Nun hore mich (?) with ELIZZA (Puccini) 
3-44076 

99. 

15109u 

GOTTERDAMMERUNG: Brunnhilde, heil’ge Braut 
(Wagner) 

4-42337 

100. 

15112u 

TOSCA: Wie sich die Bilder gleichen (Recondita 
armonia) (Puccini) 

4-42293 

101. 

15216u 

GOTTERDAMMERUNG: Schwur (Geschandet war 
ich) w/DEMUTH (Wagner) 



3-44064 

102. 

0197v 

GOTTERDAMMERUNG: Zu neuen Taten, w/ 
WEIDT (Wagner) 

044143 

7 October, 1909 


103. 

15268u 

Gesangsschule: Arpeggien 

4-42314 

104. 

15269u 

Gesangsschule: Gehaltene Tone, Ubung in Register 
4-42315 

105. 

15270u 

Gesangsschule: Solfeggien 

4-42316 

106. 

15271u 

Gesangsschule: Solfeggien 

4-42317 

107. 

15272u 

Gesangsschule: Solfeggien 

4-42318 

108. 

15273u 

Gesangsschule: Solfeggien 

4-42319 .. 

109. 

2071c 

TANNHAUSER: Romerzahlung, Part 1 (Wagner) 
042290 

110. 

2072c 

TANNHAUSER: Romerzahlung, Part 2 (Wagner) 
042291 

ZONOPHONE, 

Vienna, piano. 

111. 


GOTTERDAMMERUNG: Schwur, w/WEIDE- 


MANN 
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PATHE, Vienna, 1905 


112. 19240 

OTELLO: Leb wohl (Ora e per sempre addio) (Verdi) 
4122 

113. 19241 

PAGLIACCI: Lache Bajazzo(Ridi Pagliaccio)(Leon¬ 
cavallo) 

114. 19242 

RIENZI: Erstehe, hohe Roma, neu (Wagner) 

115. 19243 

PROPHETE: Hymne (Roi du ciel) (Meyerbeer) 

116. 19244 

FAUST: Der Morgen naht (Salut! O mon dernier 
matin) (Gounod) 23775 

117. 19245 

Der Lenz (Hildach) 

118. 19246 

SIEGFRIED: Schmiedelied (Wagner) 

119. 19247 

TOSCA: E lucevan le stelle (Puccini) 

120. 19248 

MEISTERSINGER: Am stillen Herd (Wagner) 

FAVORITE, Vienna, 1905 (pink and *black labels) 

121. 771f 

PAGLIACCI: Scherzet immer (Un tal gioco) (Leon¬ 
cavallo) 

1-25029* 

122. 772f 

LOHENGRIN: Abschied (Wagner) 

1-25030* 

123. 77 3f 

124. 

125. 

WALKURE: Liebeslied (Wagner) 

1-25046* 

1-25031 

1-25032 

126. 5249t 

WALKURE: Winterstiirme wichen (Wagner) 
1-25033 

127. 3250t 

MEISTERSINGER: Preislied (Wagner) 

1-25034 

128. 525 It 

LOPIENGRIN: Gralserzahlung (Wagner) 

1-25035 

129. 5252t 

LOHENGRIN: Abschied (Wagner) 

1-25036 .. 

130. 525 3t 

TANNHAUSER: Dir tone Lob (Wagner) 

1-25037*, Vindobona 1340 

131. 5254t 

PAGLIACCI: Jetzt spielen (Vesti la giubba) (Leon¬ 
cavallo) 

1-25039 

132. 52551 

TOSCA: Wie sich die Bilder (Recondita armonia) 
(Puccini) 

1-25041 

133. 525 6t 

TOSCA: Undes blitztendie Sterne(E lucevan) (Puccini) 
1-25042 

134. 52571 

EVANGELIMANN: Selig sind die Verfolgung leiden 
(Kienzl) 

1-25040, Vindobona 1339 

135. 525 81 

LOHENGRIN: Hochstes Vertrauen (Wagner) 
1-25038* 

136. 

RHEINGOLD: Loges Erzahlung (Wagner) 
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137. BOHEME: Wie Wiskalt (Che gelida) (Puccini) 

1-250 

LYROPHON, Vienna 

138. W7ll8oE En Drom (Grieg) 

139. W7119oE LOHENGRIN: Abschied (Wagner) 

Note on the discography by Mr Norton-Welsh 

The lists for the later period of the Gramophone companies Vienna activities are 
incomplete and so it is possible that Schmedes made more records in this period, but it 
is unlikely that they were issued. The solitary Zonophone item has been reported as 
having been seen and listened to in a collection many years ago, but it has been 
impossible to locate any further reference, despite extensive searching by Mr Alan 
Kelly, to whom—together with his team—I am indebted for much information, Mr 
Carl Johann Buchwald also deserves my gratitude for further discographical material. 

and by the Editor 

This discography has obviously entailed much research, aided no doubt by being done 
in Schmedes 5 ‘ Home 5 town. That it is not as detailed as one would like is due to the fact 
that so few people collect Schmedes 5 discs, so more reliance than usual has been paid 
to written records. I always endeavour when an excerpt is not sung in the original 
language, to translate it to the original. This is for the benefit of readers of other 
nationalities, who will normally only have access to libretti in the original with a 
translation to their own language. This time it has not been possible to make a 
complete job, I do not own enough Original/German libretti. In some cases sloppy 
titling makes it impossible, like No. 25 Rigoletto, Aria, which could be any one of four 
tenor show pieces. In a few cases I made a guess, like No. 31 Trovatore, and in such 
cases the translation is preceded by a question mark in the bracket. Where this seemed 
inadvisable only (?) is inserted. With No. 32, Queen of Sheba, this is the only place 
where the King and Assad have a long passage together. If no. 67 from the same opera 
is as bracketed this will be a section that not even Slezak recorded. Ewiger occurs 
otherwise in the libretto, but only in the desert death scene as ‘Du Ew’ger 5 . 

No. 111, the Zonophone, could be a cheap label issue of No. 30. These cheaper 
label issues were made of most of the other artists of the period, with whom Schmedes 
sang. Though the labels were the usual green they did not bear the name Zonophone in 
Austria and Germany, but remained Grammophon. So it could be either a later issue 
in another country, or faulty memory from a quick look at the familiar green label by a 
non-Germanic collector, though Schmedes is almost alone from that Vienna group in 
not appearing in the green label section of Vol. 7 of ‘Voices of the Past 5 . 

If collectors owning any of the discs where particulars given are incomplete or 
incorrect will be kind enough to write in I will collate the information and publish later. 
Also of course with the numbers or titles of the four Favorite sides. 

From the biography, history books, the number of records made in a relatively 
short period and that he was chosen for the tenor part in the ‘Singing School 5 set, 
obviously Schmedes was a great, respected and popular artist. Equally obviously, as 
so few collectors avidly search for his records, what he could convey on stage he was 
unable to put on to disc. We collectors are a perverse lot, happily taking in the records 
of Patti or Winkelmann, though by the time the records were made the voices were 
gone, because of their great reputations, yet ignore Schmedes who certainly rated as 
highly as Winkelmann, because his voice was not a ‘gramophonic 5 one. Much is to be 
learnt from the recordings of any of them. We here have a somewhat similar case with 
the British Frank Mullings, much the same build, repertoire, acting ability and suspect 
voice production. 

J.D. 
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Alphabetical Index 

Translated to the original language when not German as far as possible. 
Definite and indefinite articles have been disregarded. 


Boheme: Che gelida manina, 137 
Botschaft, 7 
Carmen: La fleur, 35 
Cav. Rusticana: Brindisi, 16, 57 
Dalibor: Slygels to, 19, 38, 82 
En Drom, 138 

Evangelimann: Selig sind, 4, 14, 
56, 134 

Faust: O mon dernier, 116 
Gesangsschule: 103 to 108 
Gotterdammerung: Mime hiess, 81 
Schwur, 30, 101, 111 
Zu neuen Taten, 102 
Briinnhilde heilige Braut, 99 
Guillaume Tell: trio, 58 
Huguenots: Sous le bel ciel, 29 
Iphigenie en Tauride: aria, 73 
Ich grolle nicht, 48 
Konigin v. Saba: Duett, 32 
Du Ew’ger, 67 
Der Lenz, 117 

Lohengrin: Abschied, 122, 129, 
139 

In fernem Land, 6,13,51,128 
Nun sei bedankt, 15, 55 
Atmest du nicht, 18, 54 
das siisse Lied, 24, 97 
O Elsa, 52 

Lucia di Lammermoor; sextet, 37 
Manon: Le Reve, 65 
Meistersingen Preislied, 2,12,127 
Am stillen Herd, 21, 120 
Fanget an, 26 
Morgenhymne, 49 
Muette de Portici: Barcarolle, 68 
Norma: ?Mi protegge, 41 
?Meco all’altar, 44 
Otello: Niun mi tema, 47 

?Ora e per sempre, 34, 62, 
112 

?Hab’ ich von ihrer Lust, 83 
?Dio mi potevi, 89 
Gia nella notte, 90, 91 
Pagliacci: Un tal gioco, 63, 121 
Vesti la giubba, 11, 75, 113, 
131 

No Pagliaccio non son, 27 


Parsifal: Nur eine Waffe, 36, 70 
Prophete: Roi du ciel, 1,115 
Pour Bertha, 29 
Brindisi, 61 
?A la voix, 66 

Queen of Spades: Forgive me, 46 
Rheingold: Loges Erzahlung, 9, 
69, 136 

Rienzi: Erstehe hohe Roma, 17, 
42, 114 

Allmachf ger Vater, 20, 96 
Rigoletto: ?Aria, 25 
Questa o quella, 64 
Quartet, 60 

Rose von Liebesgarten: Aria, 45 
Samson etDalila: Israel romps, 72 
?Ist der Herr, 71 
Siegfried: Schwertlied: 3, 76 
Schmiedelied, 22, 118 
Nothung, Nothung, 80 
Tannhauser, Romerzahlung, 109, 
110 

Dir tone Lob, 130 
Templar u. Judin: 59 
Tiefland: Traumerzahlung, 85 
Wolfserzahlung, 86 
Ich gruss noch einmal, 84 
Tosca: E lucevan, 92, 119, 133 
Recondita armonia, 100,132 
?Nun hore mich, 98 
Ein Traum, 5 

Tristan u. Isolde: Wie sie selig, 74 
O sink hernieder, 23, 88 
So stiirben wir, 87 
Trovatore: ?Scene, 31 
Trio, 39 

Di geloso amor, 40 
Walktire: Liebesduett, 33 

Winterstiirme, 8, 43, 93, 126 
Ein Schwertverhiessmir, 77, 
78 

Siegmund heiss ich, 79 
Liebeslied, 123 
Werther: O Nature, 95 

Pourquoi me Reveiller, 94 
Winterlied, 50 

Zauberfldte: Dies Bildnis, 28 
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All Advertisements 6p (15 cents) per word 


SALE 

Regular Lists of classical, vocal and instrumental TBs. LPs and related books 
We also buy excellent collections worldwide. NIPPER, Box 4, Woodstock, 
NY 12498, U.S.A, 

Everything in 78s. Classical and Popular auction lists. Prerecorded Tapes, 
Unequalled sonic restoration, Equipment for 78s, Consultation, Sleeves 
Storage Albums, etc. Lane Audio & Records, P.O. Box 29171, Los Angeles! 
CA 90029, U.S.A. 


22nd Anniversary—largest world collection 78s for sale. More than 40,000 
vocal records in stock among which rarest of rare, 5,000 instrumental (piano 
violm, conductors, etc.). All the great labels: Zonophone, G&T, Fonotipia! 
Polydor, etc. Also cylinders, deleted LPs, books on music, photos, catalogues, 
programmes, scores, libretti. Money back guaranteed. Sterling area collectors 
may pay in sterling in England. Free 40p catalogue from: Colon Records, 
Treinta y Tres 955-^57, 1236 Buenos Aires, Argentina. 


For the finest classical records anywhere, 78s and LPs, also books on great 
singers. from Arthur Knight, 128 Fifth Street, Providence, Rhode Island, 
U.S.A. 02906. In business 18 years full time, collections purchased, money 
back guarantee on discs. 


The Gramophone Exchange buys for cash, sells and exchanges all types of 78 s, 
LPs, gramophones, books, etc. in Central London. Top rarities to standard 
items stocked Send lists of items you wish to sell together with SAE for offer, or 
bring them round or send by post Hours 12.30 to 6 p.m. Address: 3 Betterton 
Street, London WC2H 9BP 

Free comprehensive lists of vocal, instrumental and miscellaneous 78 s, P.V, 
Winston, 32 The Uplands, Ruisiip, Middlesex, England Phone Ruislip 324 i 5. 

Collector producing occasional lists of books, ephemera, records for sale — 
mostly operatic interest Next list will include collection of musical scores 
belonging to Richard Tauber. Write to Stanley Henig, 10 Yealand Drive 
Lancaster. 


BOOKS, Last of the Titans; Melodies and Memories; Yankee Diva; Chaliapin 
(Gorky): Albert Bary, Garden Sourt Apartments, N.E. Comer 47th & Pine 
Philadelphia, PA.19143, USA. 

WANTED 

copies — DisterRFX9(£30); Thill 10659/10(£50); Thill,D 
13004 (£30); Thill AA xxxvii (£75); Sadoven 561053 (£100). Edwards. 106 
Victoria Road, London, N22 4XF. 
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